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Introduction 
 
Marianne North was one of the most prominent botanical painters and plant hunters of 
the nineteenth century as well as a pioneering global traveler. However, despite 
PqtvjÓu recognised importance as a botanical painter, plant hunter and traveler, 
relatively little of any critical/analytical substance has been written about her life and 
work from an art-historical or, indeed, scientific perspective. PqtvjÓu"rckpvkpiu"ygtg"
greatly admired during her own lifetime by eminent scientists such as Charles Darwin 
and Sir Joseph Hooker. Hooker, who was director of Kew Gardens at the opening of 
the gcnngt{" dwknv" vq" jqwug" c" eqortgjgpukxg" eqnngevkqp" qh"PqtvjÓu"yqtm" vjgtg" kp the 
early 1880s, considered PqtvjÓu"rcintings to be extremely important to the botanical 
eqoowpkv{0"Jg"ytqvg" kp" vjg"rtghceg" vq" vjg"Pqtvj"Icnngt{Óu"ecvcnqiwg" vjcv" kv" ku" Òpqv"
possible to overrcvg" ]vjg"Pqtvj"Icnngt{Óu_" kpvgtguv" cpf" kpuvtwevkxgpguu" kp" eqppgevkqp"
with the contents of the gardens, plant-jqwugu."cpf"owugwou"cv"MgyÓ"]Jgmsley North 
Gallery Catalogue 1886: Preface].
1
 PqtvjÓu" yqtm" cu" c" dqvcpkecn" rckpvgt" ycu also 
championed during her lifetime by a number of fellow artists. One of these was the 
Australian botanical painter Ellis Rowan, whose work was." kp" vjg" xkgy"qh"TqycpÓu"
dkqitcrjgt"Rcvtkekc"Hwnngtvqp." kphnwgpegf"uvtqpin{"d{"PqtvjÓu"qyp"yqtmkpi"ogvjqfu0"
Furthermore, North was given personal encouragement by the painter Frederic Edwin 
Church of the Hudson River School, who pqv"qpn{" vqqm" cp" cxkf" kpvgtguv" kp"PqtvjÓu"
                                               
1 Hooker could easily have taken a different position in relation to the North Gallery. At the time of the 
Pqtvj"Icnngt{Óu" qrgpkpi" kp" 3::4."Jqqmgt" jcf" fgekfgf" vq" rtqfweg" jku" ugeqpf" cffkvkqp" qh" UvgwfgnÓu"
Nomenclator Botanicus (1840), which, he believed, required  drastic revision [Desmond 1998: p.262]. 
These revisions would have been highly time-consuming. Hooker also had other responsibilities as 
MgyÓu"ctejkxg"ycu"continuing to grow. Among other things, Hooker faced the task of having to detail 
vjg"eqpvgpvu"qh"vjg"Kpfkc"owugwoÓu"gvjpqdqvcpkecn"ocvgtkcn"cpf"qxgt"5.222"hnqygt"ftcykpiu"d{"Kndian 
artists [Desmond 1998: p.260]. The North Gallery with its multiple references to flora and wood and 
numerous unnamed species to be catalogued, presented a great deal of additional work for Hooker and 
his team of botanists. 
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paintings, but also shared with her his extensive knowledge of the North American 
landscape. 
In contrast, towards the end of the nineteenth century and throughout much of 
the twentieth century PqtvjÓu" yqtm" ycu often described in distinctly mixed if not 
negative terms. Y0D0"Jgoung{." c" htkgpf" cpf" eqnngciwg" qh"PqtvjÓu" cv"Mgy"Ictfgpu."
wrote in vol. 28 of The Journal of Botany kp"3:;2." vjcv" Òher painting was a natural 
giftÓ. At the same time, Hemsley made it clear that he did not think of North as a 
dqvcpkuv" cu" Òujg" pgxgt cvvgorvgf" vq" ocuvgt" vjg" vgejpkecnkvkgu" qh" u{uvgocvke" dqvcp{Ó"
[Sheffield 2001: p.85]. According to Wilfred Blunt and William T. Stearn writing in 
1950 in The Art of Botanical Illustration, PqtvjÓu"eqpvtkdwvkqp"ycu"pqvcdng"because of 
her discoveries and portrayal of species new to science. However, in Blunt and 
StearnÓu"xkgy, the swcnkv{"qh"PqtvjÓu"rckpvkpiu"cu"ygnn"cu"vjg"ocppgt"qh"vjgkt"display 
within the North Gallery was, from an artistic point of view, ÒdispleasingÓ [Blunt and 
Stearn 2000: p.277]. These sentiments were repeated by Blunt in his book In for a 
Penny, yjgtg"PqtvjÓs work is described cu"ÒwpcvvtcevkxgÓ"]Dnwpv 1978: p.185]. Writing 
in 1980 in his book A Vision of Eden, Anthony Huxley echoed DnwpvÓu lukewarm 
opinion by asserting that many of the rncpvu"fgrkevgf"d{"Pqtvj"ygtg" Òdctgn{"mpqyp"
dqvcpkecnn{" qt" jqtvkewnvwtcnn{" yjgp" Pqtvj" rckpvgf" vjgoÓ." dwv" vjcv" vjg" swcnkv{" qh"
PqtvjÓu"rckpvkpi"ycu"qrgp"vq"swguvkqp"cu" kv"jcf"ujqyp"Ònkvvng"ejcpig"vjtqwijqwv"jgt"
rgtkqf"qh"vtcxgnÓ0 
Writers did not begin to show any significant art-historical interest in NorthÓu"
work until the late 1980s. In 1989, Dea Birkett gave an account of PqtvjÓu work in 
her book Spinsters Abroad, which describes the activities of a number of nineteenth-
century itinerant women artists. Birkett also wrote positively about NorthÓu"yqtm in 
relation to that of twentieth-century female artists in an article for The New York 
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Times in 1992. PqtvjÓu" rckpvkpiu" ygtg" cempqyngfigf subsequently in chapter 
hqwtvggp" qh"Nkqpgn" NcodqwtpgÓu" Victorian Painters in 1999, but only in passing as 
part of a consideration of the wider contribution of women to the development of 
Victorian painting. In 2005, Lambourne also made a brief reference to North in his 
book Japonisme. Jqygxgt."NcodqwtpgÓu" reference to North, which concentrates on 
her travels in Japan, lacks any detailed consideration of PqtvjÓu paintings in relation 
to the wider context of their making and showing during the nineteenth century. 
Within all of these texts there is little or no analysis of PqtvjÓu"yqtm"htqo"vjg"rqkpv"qh"
view of visual art practice.  
Writers coming at North from a botanical rather than an art-historical 
perspective since the late 1980s kpenwfg" Ncwtc" Rqpuqpd{" *rtgxkqwun{" qh" MgyÓs 
Education Centre), whose book Marianne North at Kew Gardens was published in 
1990 vq" eqkpekfg" ykvj" vjg" egpvgpct{" qh" PqtvjÓu" fgcvj. This book, which was 
republished by Kew Gardens in 2000, presents a conscientious biographical account 
qh" PqtvjÓu" nkhg" cpf" yqtm based largely qp" tgcfkpiu" qh" PqtvjÓu" fkctkgu. Rqpuqpd{Óu"
book is one of three that draw heavily on PqtvjÓu"fkctkgu. The others are A Vision of 
Eden by Huxley cpf" Uwucp" OqticpÓu" Recollections of a Happy Life Being the 
Autobiography of Marianne North, a reflective feminist reading of PqtvjÓu diaries 
published in 1993.  
Judith McKay in Ellis Rowan: a F lower Hunter in Queensland (1990) and 
Patricia Fullerton in The F lower Hunter Ellis Rowan (2002) also cuuguu"PqtvjÓu"yqtm"
from a botanical point of view, but only as part of writings about the botanical 
paintings of Rowan, the Australian flower hunter and friend of North. Ray Desmond, 
the one-time Senior Librarian at Kew Gardens, makes passing reference to North 
within his revised history of Kew Gardens first published in 1995. Desmond considers 
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that there are direct similarities between NorthÓu" yqtm and that of the twentieth-
century botanical illustrator Margaret Mee (1909-1988) [Desmond 1998: Plate 24, no 
page number given]. In 2007, Mee and North were exhibited in separate rooms at the 
Mona Bismarck Foundation in Paris. In the exhibition catalogue, Exploratrices 
Intrépides, their yqtm" ku" fguetkdgf" cu" ÒfkurctcvgÓ. However, there is also an 
acknowledgement of connecting themes including Òeqpugtxcvkqp." fkueqxgt{" cpf" c"
driving need tq"tgeqtf"qdugtxcvkqpuÓ"]Uvkhh"2007: p.1]. 
The lack of art-historical attention to North during much of the twentieth 
century is almost certainly due to the ascendancy of Modernist art and its related 
theories at the end of the nineteenth century. Formalist aesthetics associated with 
European and North American modernism involved an explicit rejection of Victorian 
stylistic eclecticism. During the 1980s, postmodernism ushered in a shift in aesthetic 
sensibilities that sparked renewed interest in the significcpeg" qh"PqtvjÓu"yqtm" htqo"
distinctly non-formalist post-colonialist and feminist perspectives. The contemporary 
vision of a postmodernist history is associated strongly with the figure of the 
subaltern, and therefore with the domination and displacement of the other as a 
female and/or post-colonial subject. Society and culture under colonialism are salient 
features qh"PqtvjÓu"ytkvkpiu"cpf"rckpvkpiu0"Dgecwug"qh" jgt"rtkxkngfigf" uqekcn" uvcvwu."
North received numerous letters of introduction that not only gave her safe passage 
around the world but also hospitality in far-flung outposts of empire. North was, for 
example, a guest in the house of arch-colonialists Charles and Margaret Brookes, who 
were the Raj and Rani of Sarawak (now Malaysia/Singapore). North stated in her 
diaries that she much preferred to be involved with local life than that of colonialist 
society. PqtvjÓu"fkctkgu"kpenwfg numerous recollections of indigenous peoples she met 
on her travels, some of which are nakedly prejudicial and some of which are 
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sympathetic. In some of her paintings North depicted the effects of industrialisation 
on colonised spaces and in her diaries she registered the impact on local plant life of 
importations of non-indigenous plants by European scientists such as Dr. Lund in 
Brazil0"Kv"ku"vjgtghqtg"rquukdng"vq"rnceg"PqtvjÓu"ytkvkpiu"cpf"rckpvkpiu"convincingly in 
relation to a wider history of nineteenth-century colonialist/imperialist domination. 
Dctdctc"V0"IcvguÓ"dqqm"Kindred Nature (1989), Marion TinglingÓu Women into 
the Unknown (1989) and Susan MorganÓu Place Matters (1993) all include chapters 
on North from a post-colonialist view point." hqewukpi" nctign{" qp"PqtvjÓu" rwdnkujgf"
travel writings rather than on her paintings. Other writers have taken a more gender-
bcugf1hgokpkuv"crrtqcej"vqyctfu"vjg"cpcn{uku"qh"PqtvjÓu"yqtk; for example, Monica 
CpfgtuqpÓu"Nkokpc"C"Oqpwogpvcn"Cwvqdkqitcrj{<"Octkcppg"PqtvjÓu"Icnngt{"cv"Mgy"
Gardens, 2003, which focuses on the construction of the North gallery at Kew but 
which does not do so in any great analytical depth. Pat Hirsch also mentions North 
briefly in a chapter of a biography on Barbara Bodichon, the radical early feminist, 
professional artist, traveler, and friend of North, which was published in 1998. Other 
instances of gender-based/feminist writing on North can be found on web sites. 
Eqpukfgt." hqt"gzcorng."Jgngpc"Yqlve¦cmÓu"eqpvtkdwvkqp" vq" The Victorian Web, 2005 
which indicates that North did not write at length about the indigenous people she 
came across during her travels. 
Cpqvjgt"ytkvgt"yjq"cfqrvu"c" hgokpkuv"rgturgevkxg"qp"PqtvjÓu"yqtm" ku"Uw¦cppg"
Le-Oc{" Ujghhkgnf0" UjghhkgnfÓu" dqqm" Revealing Worlds: Three Victorian Women 
Naturalists of 2001 is the only published work so far that not only presents a 
substantial critical analysis of NqtvjÓu" rqukvkqp" cu" c" pkpgvggpvj-century woman 
traveler and painter."dwv"vjcv"cnuq"cnnwfgu"fktgevn{"vq"PqtvjÓu"octt{kpi"qh"uekgpeg"cpf"
art through her paintings. Indeed, Sheffield identifies the key conceptual starting point 
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hqt"vjku"rtgugpv"vjguku."yjkej"ku"vjcv"PqtvjÓu"rckpvkpiu"ecp"dg"wpfgtuvqqf"vq"occupy an 
uncertain position as contributions to both art and science. 
PqtvjÓu" rnceg" as a contributor to nineteenth-century science is widely 
recognised. Her artwork nevertheless remains problematic to both botanists and art 
jkuvqtkcpu0"PqtvjÓu"yqtm"jcu"dggp"eqpukipgf"vq"c"xkuwcn" nkodq"ykvj"pq"engct"ugpug"qh"
containment within any particular genre or canon. Botanical writers, such as Huxley, 
writing in A Vision of Eden, and Blunt, writing in In for a Penny, have condemned 
PqtvjÓu"rckpvkpiu"cu unsufficiently scientific records while upholding her importance 
as a plant hunter. Furthermore, North has not achieved widespread acceptance as an 
artist either institutionally or as part of art-historical narratives. Sheffield, hints at this 
uncertainty by stating that North has been referred to as a flower painter, a botanical 
illustrator and a botanist while concluding that she can best be described as a 
botanical artist [Sheffield 2001: p.7]. 
Despite SheffieldÓu description of PqtvjÓu"yqtm"cu"c"octtkcig"qh"ctv"cpf"uekgpeg."
jgt"ytkvkpi"fqgu"pqv"qhhgt"cp{"enqug"etkvkecn"cpcn{uku"qh"PqtvjÓu"yqtmkpi"rtcevkegu"cu"c"
painter, nor of her paintings from a specifically visual analytical standpoint. Instead, 
UjghhkgnfÓu"writing is largely informed by historiographic trends relating to the history 
of science and gender [Sheffield 2001: p.5] that take her rather more towards the 
reading of literary texts than a close consideration of visual working practices and 
techniques of visual display. Consequently, while Sheffield makes reference to 
differences between scientific and botanical drawing practices, she does not 
substantiate her position through careful readings of actual paintings by North. What 
is more, Sheffield says very little of any substance about the North gallery as an 
actual site of public display, preferring to discuss the gallery only in broad conceptual 
terms. Sheffield does make reference to the relationship between NortjÓu"yqtm" cpf"
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photography. However, Sheffield again falls short of any close reading of actual 
visual texts, asserting without any substantial justification that photography played 
nkvvng" qt" pq" rctv" kp" vjg"ocmkpi"qh"PqtvjÓu" rckpvkpiu0" UjghhkgnfÓu" xkgy"qh"Pqrth as a 
contributor to both art and science can therefore be seen as somewhat underwrought 
from the point of view of visual art practice. This thesis will attempt to show through 
c"enqug"cpcn{uku"qh"PqtvjÓu"rckpvkpiu from the point of view of visual art practice and 
of the North gallery as a site of public visual fkurnc{" vjcv"yjkng"PqtvjÓu"yqtm"fqgu"
straddle the fields of art and science it is in practice an assured contributor to neither 
and, as such, a deconstructive supplement to both. 
This reassessment qh"PqtvjÓu"rckpvkpiu"eqogu"htqo"vjg"rqukvkqp"qh a researcher 
who is also a practicing artist and a trained botanical illustrator. From this position it 
is possible to highlight with practical insight PqtvjÓu"eqodkpgf"crrnkecvkqp"qh"high art 
practice, botanical illustration techniques and, as it will be argued, composite 
approaches to image making based on the use of photographic materials. This 
combination of approaches marks North out as a problematic figure whose work sits 
uneasily in relation to the established scientific and artistic conventions of the 
nineteenth century. 
PqtvjÓu"yqtm" is problematic because it did and still does not conform to the 
established conventions of botanical painting. Ultimately, North did not, or could not 
produce botanical paintings with the empirical exactness required by the nineteenth-
century scientific community. Instead, she produced works with the semblance of 
botanical exactitude that also drew upon the conventions of nineteenth-century high 
art practice. What is more, it will be argued here that she also drew upon a prevailing 
nineteenth-century tendency towards combinatory uses of visual materials, including 
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photographic sources that presages the use of collage-montage as part of fine art 
practice during the twentieth century. 
Drawing is not a singular practice. It is a means that has been developed and 
redeveloped for numerous purposes including high art and empirical modes of 
representation. Drawing is not simply the application of a pencil to paper. It is also 
implicated in the acts of painting, sculpture and design. Differences in drawing style 
relate to differing lineages of thought and practice. An understanding of these lineages 
is crucial to the reading of applied drawing languages. 
PqtvjÓu"rckpvkpiu"rtgugpv"xkgygtu"ykvj"contrasting approaches to drawing. The 
separation of these approaches is necessary if we are to read her paintings with any 
degree of insight. Artists read pictures differently. The artist, instead of reading words 
on a page, reads marks as well as compositional techniques and representational 
systems concerned with space, colour, textural juxtaposition and tonal contrast. The 
combination of these elements can be understood to make up a particular visual 
language. Botanical illustration and painting involve a topological approach towards 
representation, whereby depicted form and space are flattened out so that botanists 
can read visual information quickly and clearly. PqtvjÓu" yqtm." yjkej" fgrnq{u"
elements of visual representation common to high art practice of the nineteenth 
century, does not confirm exactly to this expectation. 
This dissertation will draw attention vq" PqtvjÓu" eqodkpgf" use of differing 
scientific and artistic systems of representation through an assessment of the 
influences on her work as well as close formal analysis of the paintings themselves. 
PqtvjÓu" nkhg"cpf"work will also be analysed in relation to twentieth and twenty-first 
century attitudes to visual representation including the use of collage-montage as a 
key technique of modernist and postmodernist high art. This comparative analysis is 
9 
 
intended as a ogcpu" qh" vjtqykpi" pgy" nkijv" qp" vjg" ukipkhkecpeg" qh" PqtvjÓu" yqtm."
drawing out aspects of her practice overlooked or unacknowledged at the time of its 
making and since. This analytical approach draws on the work of the French 
philosopher, Jacques Derrida (1930-2004), whose writing characteristically seeks to 
recontextualise and remotivate established textual significance through a registering 
of the continuing interactive relationship between the traces of past, present and future 
meaning [Derrida 1982: pp.9-13].
2
 In art-historical terms artworks are often analysed 
solely in relation to the immediate contexts of their making and initial display. 
However, this does not take into account the possibility, as Derrida makes clear, of 
latent supplementary meanings brought to the fore by subsequent events. With this in 
okpf"PqtvjÓu"yqtm"yknn"dg"kpvgtrtgvgf"pqv"qpn{"kp"tgncvkqp"vq"vjg"koogfkcvg"eqpfkvkons 
of its making and display, but also subsequent artworks and the particular conditions 
of their making and display as part of an extended historical trace-structure. 
North not only utilised differing approaches to representation conventionally 
associated with botanical painting and high art practice, there is evidence that she also 
made use of composite compositions influenced by illustration and possibly 
photography. North, was at one time a guest of Julia Margaret Cameron, at her home 
in Ceylon [Sri Lanka] and may have used photographic mcvgtkcn"hqwpf"cv"EcogtqpÓu"
home vq"rtqfweg"rckpvkpiu0"PqtvjÓu"ncpfuecrg"rckpvkpiu"fq"pqv correspond exactly to 
actual landscapes surrounding the Cameron house. This dissertation will examine the 
possibility that North used photographic material as a starting point for her paintings, 
                                               
2 According to Derrida, linguistic signification is made possible by a persistent movement of differing 
between signs, which he refers to as Différance. Derrida also argues that in relation to the workings of 
Différance linguistic meaning is constantly open to recontextualisation and remotivation in the face of 
changing circumstances of time and place. If we accept this view it therefore follows that texts are 
subject to shifting historical perspectives that render their significance open to the possibility of 
persistent change. [Derrida 1982: pp. 1-27]. 
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especially in light of the North letters, which indicate that she did indeed employ 
other forms of visual material to finish her paintings. 
PqtvjÓu" topographical works most definitely combine stylistic and technical 
influences taken from the work of other nineteenth-century artists and illustrators, 
including Edward Lear and Thomas Baines. These influences in turn reveal 
connections to earlier historical topographical and botanical works, such as those used 
to illustrate the work of the botanists Carl Friedrich Philipp von Martius and Dr. 
Robert Thornton. Many of the topographical works that influenced NorthÓu"paintings 
employed high art stylisations that can be linked to the work of painters such as 
Frederic Edwin Church of The Hudson River School and William Holman Hunt of 
the Pre-Raphaelite Brotherhood. North was closely acquainted with many of the 
artists who influenced her. She was friends with both Lear and Church and wrote of 
her admiration for paintings made by William Henry Hunt and William Holman Hunt. 
PqtvjÓu"rckpvkpiu"can also be interpreted in relation to numerous historical influences 
that include Dutch cornucopia and still life paintings of the seventeenth century.  
Influences on PqtvjÓu" yqtm" during her own life time would almost certainly 
have come not only from botanical illustration and high art but also popular forms of 
visual presentation, such as the cutting and pasting of images in scrapbooks and the 
overlaying of visual advertising in urban settings. Consider here, for example, John 
Rctt{Óu" rckpvkpi" London Street Scene (c.1837) [F igure 1], which depicts an urban 
setting with a wall covered in typographic billboards and advertising illustrations. 
Some of the posters have been torn, revealing a chaotic jumble of visual information 
strongly reminiscent of the use of collage-montage as part of postmodernist artistic 
practice during the twentieth and twenty-first centuries. 
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Fredric Jameson has argued that postmodernism of the late twentieth century 
involves an active deconstruction of all spatial and temporal certainties; not only in 
terms of the authority of signified meanings, but also any attempt to define history as 
a sequence of distinct periods [Jameson 1991]. Charles Jenks, an authority on 
postmodern architecture and art, has traced the beginnings of postmodernism to the 
nineteenth century. Kp" Lgpemu" xkgy" Òqpg" qh" vjg" itgcv" uvtgpivju" qh" vjg" yqtf."
[postmodernism] and the concept, and why it will be around for another hundred 
years, is that it is carefully suggestive about our having gone beyond the world-view 
of modernism [Appignanesi and Garrett 1998: p.3]. In their book Introducing 
Postmodernism, Richard Appignanesi and Chris Garratt cite Jenks as having pointed 
out that the earliest recorded use of the term ÒpostmodernismÓ was by the British artist 
John Watkins Chapman in 1870 and that the term was subsequently used in 1917 by 
the German author] Rudolph Pannwitz (1881-1969) [Appignanesi and Garrett 1998: 
p.3].  
The mlange of styles that were brought together as part of the construction of 
the North gallery is in many ways similar to the historical cosmopolitan and stylistic 
eclecticism we now associate with twentieth-century postmodernism. The Marianne 
North Gcnngt{"cpf"Octkcppg"PqtvjÓu"rckpvkpiu"ecp"vjgtghqtg"dg"fkuewuugf"kp"vjg"nkijv"
of JencksÓ observations as part of an emerging if not wholly manifest tendency away 
from the progressive rationalism conventionally associated with twentieth-century 
modernism; even if that tendency might be best described in relation to its immediate 
historical context as a manifestation of ÒpostmodernismÓ avant la lettre. While the 
Victorians were by no means self-conscious deconstructors, much of what they did 
could nevertheless be allied to postmodernist practice. Our own historical view of 
Victorian modernity is informed strongly by the intervention of high modernism 
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during the twentieth century, which explicitly rejected the stylistic pluralism of the 
nineteenth century in favour of a supposedly international formalist abstraction. At 
the same time, modernism acknowledged the pioneering technical developments of 
the Victorian era that strongly informed much of the progressive art and architecture 
of the twentieth century.  
Vjg" Et{uvcn" Rcnceg" qh" 3:73." cv" vjg" Nqpfqp" YqtnfÓu" Hckt" ycu" c" oqfgtp"
prefabricated construction.
3
 Its designer, Joseph Paxton (1803-1865)
4
 used a large-
scale metal frame construction as part of the building of the Crystal Palace. In March 
1852, after taking photographs of the Crystal Palace [See figure 2], Benjamin 
Bracknell Turner (1815-3:;7+"fguetkdgf"vjg"dwknfkpi"cu"vjg"Òoquv"oqfgtp"cpf"vqrkecn"
uwdlgevÓ" qh" kvu" fc{" ]Dctpgu" 4223<" r08;_0"VwtpgtÓu" rjqvqitcrju" qh" vjg"Et{stal Palace 
ygtg" vcmgp" Òyjgp" vjg" ncuv"qh" vjg" ukz"oknnkqp"xkukvqtu"jcf"fgrctvgf"cpf"pgctn{"cnn" vjg"
vjqwucpfu"qh"gzjkdkvu"jcf"dggp"tgoqxgfÓ"cpf"dghqtg"vjg"dwknfkpi"jcf"dggp"fkuocpvngf"
vq" dg" tgdwknv" cv" U{fgpjco0" VwtpgtÓu" rjqvqitcrju" tgeqtfgf" RczvqpÓu" tgxqnwvkonary 
design in iron and glass without any intervening contents, thereby revealing its 
Òdtknnkcpv" vgpukng" igqogvt{Ó" ]Dctpgu" 4223<" r046_0" C" pgy." cpf" vq" uqog" gzvgpv"
misleading, vision of a modern open space flooded with light had been coined for 
                                               
3
 The idea for the Great Exhibition of 1851 emerged from discussions between Henry Cole of The 
Royal Society of Arts and the Prince Consort, Prince Albert [Picard 2005: p.270]. A royal commission 
was appointed in January 1850 under the presidency of Albert ykvj"qvjgt"ogodgtu" Òectghwnn{"ftcyp"
htqo"gxgt{"curgev"qh"Dtkvkuj"nkhg"gzegrv."]È_"vjg"yqtmkpi"encuuÓ"]Rkectf"4227<"r0484_0"Vjg"gxhibition 
was designed to show exhibitu"htqo"cnn"qxgt"vjg"yqtnf"cpf"vq"ujqy"Òcnn"vjcv"ycu"dguv"kp"tcy"ocvgtkcnu."
industricn"fgukip"cpf"pgy"kpxgpvkqpuÓ."cnn"qh"yjkej."kv"ycu"jqrgf."yqwnf"ngcf"vq"pgy"Òkortqxgogpvu"kp"
rwdnke"vcuvg"cpf"kp"vgejpkecn"gfwecvkqpÓ"]Rkectf"4227<"r0485_0 
4
 Joseph Paxton, the designer of The Crystal Palace of 1851, had previously been head gardener at 
Ejcvuyqtvj"Jqwug"cpf"jcf"dwknv"vjg"Fwmg"qh"FgxqpujktgÓu"incuujqwug"dgvyggp"3:58"cpf"3:620"Rczvqp"
was also commissioned to build a new hot house in Hackney, London to house a private collection of 
orchid plants and palms. Paxton used laminated wood and curved glass in his designs, just as Decimus 
Dwtvqp"jcf"hqt"jku"xcuv"rcno"jqwug"cv"Mgy"IctfgpÓu"kp"3:660"During the early nineteenth century glass 
had been costly due to tax, impgnnkpi"Òsome house owners to blank out windows of the house faade to 
ucxg"fwv{Ó0" Kp"3:67" Òvjg"fwv{"ycu"cdqnkujgf."etgcvkpi"c"uwtig" kp"fgocpf"which in turn inspired new 
rtqfwevkqp"vgejpqnqi{Ó, ogcpkpi"vjcv"d{"3:72"ÒDtkvckpÓu"rtkpekrng"incuu"ocpwhcevwtgt."Ejcpeg"Dtqvjgtu"
qh"Dktokpijco."eqwnf"ceegrv"RczvqpÓu"fgocpf"hqt";222.222"uswctg"hggv"hqt"jku"dwknfkpi."kp"rcpgu"qh"6;"
kpejgu"d{"32"kpejgu."38q¦"rgt"uswctg"hqqvÓ"]Rkectf"4227<"r0"487_0" 
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posterity.
5
 This envisioning of an uncluttered, light filled geometric interior would go 
on to inform much of the modernist architecture of the twentieth century. This new 
kind of composition was, ironically, also home to a very different form of visual 
presentation. Vjg" Et{uvcn" RcncegÓu" ockp" hwpevkqp" was to house an industrial fair 
containing numerous objects, machines and cultural artifacts. These items were often 
placed in unusual combinations, with industrial machinery set alongside 
Òcpvjtqrqoqtphic stuffed frogs being shaved and kittens seated round a table having 
vgcÓ"]Rkectf"4227<"r0487_0"Cp"cnvgtpcvkxg combinatory aesthetic was thereby enshrined 
that would eventually, principally through the work of Marcel Duchamp, come to 
challenge conventional nineteenth and early twentieth century notions of art and of 
artistic display ushering in what has now come to be thought of as postmodernism. 
Subsequent fairs based upon the London 1851 exhibition also displayed objects in a 
manner similar to that later associated with the Duchampian ready-made.6 The 
Duchampian ready-made can be interpreted as a supplement to the artistic technique 
                                               
5 This vision of architectural purity was not without precedent. The geometric white interior can be 
traced back at least as far as the Church of St Mary Magdalene, Withersdale at Wenhaston, which had 
dggp" Òrwtigf" ]È_"rwtkhkgfÓ" cpf" ÒfgpwfgfÓ" qh" kocigu" cpf" tgnkeu" dy the Puritans of the sixteenth and 
seventeenth egpvwtkgu"wpvkn"Ògxgt{"ncuv"xguvkig"qh"uwrgtuvkvkqpÓ"jcf"dggp"tgoqxgf"]Itcjco"Dixon 1999: 
p.32]; making it, as Andrew Graham Dixon has argued, in A History of British art, the most 
adventurous space ever made kp"DtkvckpÓ"]Itcjco"Dixon 1999: p 29].  
6
 During 1912, the French artist Marcel Duchamp (1887-1968) visited Munich. His visit, between May 
and October, coincided with the Munich world fair of 1912; an Òkpfwuvtkcn"gzrqukvkqp"]È_"qh"Òkpfwuvtkcn"
ctvÓ, Òctvkucpc"rtqfwevkqpÓ and ÒocpwhcevwtkpiÓ"]Fg"Fwxg"3;:;<"r07;_0"Vjg"hckt"ycu"qpg"qh"c"ugtkgu"qh"
international exhibitions that had taken place following the example set by the Crystal Palace 
exhibition of 1851. Like the Crystal Palace, the Munich Fair contained Ònctig"jcnnu"fkxkfgf"kpvq"uvcpfu"
cpf"tqyuÓ"]Fg"Fwxg"3;:;<"r07;_0"Igtocp{"nkmg"vjg"WM"jcf"cp"Òceegrvcpeg"qh"vjg"hwpevkqpcnÓ"]Fg"Fwxg"
1989: p.43] and had started to engage in the systematic training of industrial designers [De Duve 1989: 
p.52] as well as the public display of their products. A few months after his visit to Munich, Duchamp 
devised his signature contribution to twentieth century art, the ready-made: an extension of collage-
montage that seeks to present otherwise everyday objects as works of art. According to Thierry de 
Duve, writing in Duchamp  Artist  of  the  Century, Duchamp may well have been inspired in his 
conceiving of the ready­made by visits to the Munich world fair [De Duve 1989: p.43]. There is no 
direct evidence to confirm the truth of this speculative assertion. Nevertheless, as De Duve suggests, 
ÒtgxgtdgtcvkqpuÓ"yqwnf"oquv" nkmgn{" jcxg" dggp" rtgugpv" kp"Owpkej" fwtkpi" vjg" hckt" kp" 3912, to such a 
fgitgg"vjcv"Fwejcor"Òeqwnf"pqv"jgnr"pqvkekpiÓ"kvu"xkuwcn"korcev"during his stay [De Duve 1989: pp.60-
61]. Certainly, in conceiving of the ready­made, Fwejcor"Òejqqugu"cp"kpfwuvtkcn"rtqfwev."fkurncegu"kv.Ó"
cpf"Òrwvu"kv"vq"cpqvjgt"rwtrqugÓ"]Fg Duve 1989: p.58] in a manner not dissimilar to the way industrial 
and other objects would have been presented at the Munich world fair.  
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of papier collé first used by Pablo Picasso (1881-1973) and Georges Braque (1882-
1963), as part of the development of Cubism before World War I [Taylor 2004: pp.7-
8]. By definition, papier collé involves the pasting together of various materials onto 
a flat surface, while the found object (object trouvé) or ready-made ku" Òwuwcnn{" c"
common mass-produced item selected by the artist [that] might be altered or 
eqodkpgf"ykvj"qvjgt"qdlgevuÓ" ]Ycnfgocp"3;;4<" r0:_0 RkecuuqÓu"Guitar, Sheet Music 
and Glass of 1912 [See figure 3], depicts found paper articles, such as newspapers, 
discarded sheet music, wallpaper and wood to simulate not only the shape of the 
guitar, but its relationship to everyday French caf society. The layering process used 
by Picasso echoes that of the layered posters upon a stregv"ycnn"cu"fgrkevgf"kp"Rctt{Óu"
previously mentioned painting of a London street scene. 
The ready-made and papier collé both involve the remounting of objects within 
new settings wherein they take on supplementary meanings that render their 
ukipkhkecpeg" cpf1qt" hwpevkqp" wpfgekfgcdng＿c" etkvkecn" ÒfgeqpvtwevkxkuvÓ" vgejpkswg"
otherwise referred to generally as collage-montage. As a result of which the perceived 
distinction between art and life is revealed to be an arbitrary and highly uncertain one. 
Kpkvkcnn{."Rkecuuq"cpf"Dtcswg"ygtg"ceewugf"qh"godgnnkujkpi"vjg"ÒnqyÓ"ewnvwtcn"rtcevkeg"
of collage-montage b{" kpvgitcvkpi" kv" ykvjkp" vjg" ÒjkijÓ" ewnvwtcn" rtcevkegu" qh"
professional art. As such, their use of collage-oqpvcig"ycu"eqpukfgtgf"Òkpcrrtqrtkcvg."
lcttkpi"qt"ytqpiÓ"]Vc{nqt"4226<"r0:_07 
The use of collage-montage became central to the professionalised production, 
first of aspects of modernist and then of the entirety of postmodernist art [Waldeman 
1992: p.8]. However, this use was not without precedent. Diane Waldeman indicates 
                                               
7Other artists, such as those associated with Surrealism and Dada, would go on to formulate artworks 
that orientated vjgougnxgu"Òvqyctfu"cp"cguvjgvkeu"qh"objects-trouvés, assemblage and the eradication of 
the art-nkhg"fkxkfgÓ"]Dtcpfqp"4226<"r04:_0 
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in her book The Found Object, that the use of collage-montage by modernist and post-
oqfgtpkuv" ctvkuvu" jcu" Òocp{" cpeguvqtuÓ0" Included among them are twelfth-century 
Japanese text-collages embellished with foil papers, African tribal emblems, 
eighteenth-and nineteenth-century butterfly wing collages, lace valentines [Waldeman 
1992: p.8] and decoupage screens, which entailed the cutting out and remounting of 
family photographs, and magazine illustrations. [See figure 4] Also relevant here are 
methods of display associated with cabinets of curiosity, which themselves involve 
the remounting of objects within unusual settings. 
Later applications of collage-oqpvcig"d{" vjg"Uwttgcnkuvu."ygtg" Òoqtg"eqorngz"
than that of the Cubist papiers collés,Ó" ]Ycnfeman 1992: p.127] insofar as they 
combined cqnncigf"qdlgevu." kocigu"cpf"vgzvu"ykvj"Òvjg"vcpikdng"swcnkvkgu"qh"rckpv"cpf 
ecpxcu" cpf" oqtg" vtcfkvkqpcn" hqtou" qh" uewnrvwtgÓ" kp" qtfgt" vq" Òeqpxg{" vjg" gswcnn{"
kpvcpikdng" tgcno" qh" ftgcouÓ" ]Ycnfgocp" 3;;4<" r034;_0" Kp" fqkpi" uq" vjg" Uwttgcnkuvu"
could be construed as having placed a continuing emphasis upon tradition, thereby 
raising questions about their place within progressive modernist art. Consider here, 
for example, the painting/collage, Demonstration Hydro-Mertique à tuer par la 
Tempréture, of 1920, by Surrealist artist Max Ernst [See F igure 5]. 
During the second half of the twentieth century, as part of the development of 
Pop and conceptual art, it is not only possible to see a reassertion of the importance of 
collage-montage as a deconstructive artistic technique, but also a renewed interest in 
the historical use of collage-montage prior to the twentieth century.
8
 The neo-
                                               
8 During the twentieth century the modernist avant-garde promoted artistic practices that placed 
emphasis upon form, conceptual rigour and purity [Spalding 2009: p.70]. Consequently, the 
development of modern art was understood to involve at its core a succession of movements, including 
Impressionism, Post-Impressionism, Fauvism, Cubism, Futurism and Constructivism, each of which 
saw the production of artworks that became progressively more abstract. This emphasis on formalist 
abstraction effectively divided modernism into two camps (although in practice artists often shifted 
between the two): on the one hand, artists and art groups dedicated to the production of an abstract-
formalist art; and on the other movements such as Dada, Surrealism and Pop Art (neo-Dada), all of 
which produced artworks making explicit use of various forms of collage-montage.  
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Victoriana of British and indeed some American Pop art in the 1960s looked back 
vqyctfu" DtkvckpÓu" Korgtkcn" rcuv" hqt" xkuwcn" kpurktcvkqp." cpf" as a consequence, 
developed a historical revivalism that held Victoriana at the centre of its creativity 
[Sandbrook 2006: p.447].  
PqtvjÓu"yqtm"ycu not modern in a modernist context, nor can it convincingly be 
described as postmodernist. Nevertheless it was modern within a Victorian context 
that held an open preference for stylistic and technical eclecticism and popular forms 
of combinatory visual presentation not unlike that of the later twentieth and twenty-
first centuries. The North Gallery at Kew
9
 vguvkhkgu"vq"PqtvjÓu"jkuvqtkecn"rqukvkqpkpi by 
displaying an eclectic arrangement of architectural styles combining classical Greek, 
Egyptian, Indian and possibly even Chinese influences. The North Gallery is a unique 
space, with paintings serifited from the top of its walls to a running dado of exotic 
yqqfu0"Oqpkec" Cpfgtuqp" ytkvgu" qh" PqtvjÓu" Òfqwdng-voiced-pguuÓ" kp" tgncvkqp" vq" jgt"
gallery, stating in Lumina that the gallery is not just a focus for scientific display but a 
hqto"qh" Òcwvqdkqitcrj{Ó"]Cpfgtuqp 2003: p.63]. The gallery project was paid for by 
North and designed by the renowned amateur Victorian architect and architectural 
                                               
9 Ceeqtfkpi"vq"PqtvjÓu"ngvvgtu"jgnf"cv"Vjg"Tq{cn"Dqvcpkecn"IctfgpÓu"Nkbrary and Archive, It was while 
sitting at Shrewsbury Train Station after missing her train on the August 11, 1879 that North found 
time to write to her friend and then Director of the GatfgpÓu."Lqugrj"Jqqmgt."cdqwv"vjg"rquukdknkv{"qh"
building a gallery in which she [North] could house and exhibit her paintings within Kew Gardens 
[North 1882-1938: MN/23 North Gallery Letters]. North apparently came up with the idea after 
reading the Pall Mcnn" PgyurcrgtÓu" tgxkgy" qh" jgt" hnqygt" rckpvkpiu" ujqy" vjgp" dgkpi" gzjkdkvgf" cv" 3;"
Eqpfwkv"Uvtggv0"Pqtvj"uvcvgf"kp"jgt"ngvvgtu"vjcv"ujg"jcf"Òqhvgp"]È_"yqpfgtgf"qxgt"vq"Mgy"]È_"dg{qpf"
cnn"kvu"jqwugu"ykvj"vjg"dgcwvkhwn"RctmÓ"ykvj"vjg"Ònqpikpi"qh"c"tguv"eqwtug"hqt"o{"hggv"("rqqt"qnf"dqpguÓ0"
Pqtvj" cnuq" ytqvg" vjcv" ujg" Òujqwnf" nkmg" xgt{" owej" vq" rnceg" vjgo" ]her paintings] near their live 
neighbours & if a piece of spare ground could be found in or close to the pleasure grounds at Kew I 
would build a suitable gallery for them which might be a rest house for the tired visitors at the same 
vkog" ykvj" c" eqvvcig" cvvcejgfÓ0" Pqtvj" ycpvgf" c" Òocttkgf" ictfgpgt" qt" qvjgt" iwctfkcpÓ" vq" nkxg in the 
gallery; one Òyjqug" ykhg" yqwnf" dg" ecrcdng" qh" dqknkpi" c" mgvvng" (" ikxkpi" vgc" qt" eqhhgg" (" dkuewkvuÓ"
(nothing else) in the gallery at a fair priceÎif you [Hooker] think this a practicable schemeAÓ North 
qhhgtgf"vq"Òyknnkpin{"urgpf"c"vjqwucpf"qt"gxgp"vyq"vjqwucpf"rqwpfu"qp"vjg"dwknfkpiÓ"cu"ujg"vjqwijv"Òkv"
ought to be worthy of the grand old gardensÓ0 Pqtvj"eqpenwfgf"vjcv"ujg"yqwnf"Òocmg"vjg"yjqng [sum of 
money available] gxgp"cv"o{"fgcvjÓ"]Pqtvj"3::4-1938: MN/2/3 North Gallery Letters]. In response to 
this, Joseph Hooker draughted a letter on the August 13, 1879 vjcv" cempqyngfigf"PqtvjÓu" tgswguv. 
Hooker also stated vjcv"jg"ycu"kpfggf"ÒeqpvgorncvkpiÓ"jgt"qhhgt"qh"Òvtqrkecn"xkgyu."hnqygtu."htwkvu"("vq"
Mgy"c"dwknfkpi"hqt"vjg"fgrkevkqp."cv"jgt"qyp"equvÓ"]Pqtvj"3::4-1938: MN/2/3 North Gallery Letters].  
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historian James Fergusson (1808-1886). Despite this, the North gallery became 
something of a contested space because of concerns among members of the Kew 
Board that it would become a focus for public entertainment rather than scientific 
enquiry. North, nevertheless, created a highly personalised site for the display of her 
paintings that continues to function as such over one hundred years later.  
Her paintings are equally eclectic, displaykpi" PqtvjÓu knowledge of the 
established conventions of botanical painting, represented by the botanical works of 
Ehret and Dr. Robert Thornton, as well as the topographical stylisations of Thomas 
Baines and Edward Lear alongside the prominent high art styles of her day. NorthÓu"
work also displays a knowledge of past styles related to the picturesque and 
techniques of Dutch seventeenth-century cornucopia painting.  
The eclectic pcvwtg" qh"PqtvjÓu" rckpvkpiu" cpf" vjg"Pqtvj" icnngt{" ecp" dg" uggp" vq"
eqkpekfg" ykvj" qvjgt" ctgcu" qh" codkiwkv{" rgtvckpkpi" vq" jgt" nkhg" cpf" yqtm0" PqtvjÓu"
personal relationship with Charles Darwin enabled her to puzzle over environmental 
hybridity caused by colonialist seed dispersal and the deliberate moving of plants 
from one site to another as part of a colonialist expansion. 
PqtvjÓu"uwdugswgpv"korcev"qp"xkuwcn"ewnvwtg"jcu"cnuq"dggp"xctkgf0"Ceeqrding to 
Jonathan Farley, Senior Conservator at the Royal Botanical Gardens, Kew, the 
qtkikpcn"uvcikpi"qh"Ikndgtv"("UwnnkxcpÓu"vjg Mikado not only used the Kew Pagoda as 
kpurktcvkqp" hqt" vjg" fgukip" qh" kvu" uvcig" hncvu." dwv" oc{" cnuq" jcxg" tghgtgpegf" PqtvjÓu"
pakpvkpiu"qh"Lcrcp"]Hctng{"4233_0"Tgrtqfwevkqpu"qh"PqtvjÓu"yqtm"ygtg"egtvckpn{"wugf"
to decorate ceramic cups during the Victorian period. Farley cites one such example 
held within the Stoke-on-Trent Potteries Museum. Farley has also found ceramic tiles 
decorcvgf" ykvj" tgrtqfwevkqpu" qh" PqtvjÓu" rckpvkpiu" vjcv" ecp" dg" rwtejcugf" ewttgpvly 
from manufacturers in the USA [Farley 2011]. 
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This combining of diverse visual languages leads to the question: is PqtvjÓu"
work an example of culturally resistant hybridity; one that through its very plurality 
challenges the authority of established cultural identity? North was certainly aware of 
notions of biological hybridity put forward by Darwin as part of his theory of 
evolution. However, the term hybridity as it is now used in relation to post-colonial 
writings by Edward Said and Homi K. Bhabha has significantly differing 
connotations relating to a deconstructivist resistance to authoritative/essentialist 
readings of identity. As previously indicated, NorthÓu" nkhe and work is open to 
reassessment in light of contemporary post-colonialism. However, application of post-
colonial critical analysis vq"PqtvjÓu"yqtm"jcu"vq"dg"vgorgtgf"d{"vjg"hcev"vjcv"ujg"ycu."
despite her idiosyncracies, in many ways very much part of mainstream Victorian 
society. 
North was a woman amateur painter of a kind not entirely unusual during the 
nineteenth century. She gained an inheritance from her father that allowed her, along 
with family connections, to travel widely, paint, write and then build a gallery for her 
work in the course of just thirteen years. North did go against the conventions of her 
day deciding to travel and paint alone. Moreover, she did so without any significant 
concerns about her own safety or the way she looked and behaved. Friends, family 
cpf" tgxkgygtu" qh" jgt" yqtm" Òcvvgorvgf" vq" eqpvckp" ]PqtvjÓu_" cevkxkvkgu" ykvjkp" vjg"
tradition of lady-limg" gpfgcxqwtuÓ" ]Ujghhkgnf" 4223<" p.90] but North was able to 
continually override these attempts at containment because of her independent 
financial status. Towards the end of her life, Joseph Hooker recommended North for 
the Order of the Cross of Malta in light of her contributions to botanical science, but 
ycu"Òvqnf"vjcv"vjg"qpn{"yqogp"yjq"ygtg"gnkikdng"hqt"vjku"cyctf"ygtg"tq{cnv{"cpf"vjg 
wives of high-tcpmkpi"eqnqpkcn"qhhkekcnuÓ0" ]Icvgu"3;;:<"r0;;_0"PqtvjÓu"fkctkgu."yjkej"
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were started in 1880, were not published in her life-time; publishers having read and 
initially rejected the first two volumes [Sheffield 2001: p.91], leaving them to be 
rwdnkujgf" Òrquvjwoqwun{Ó" d{" jgt" ukuvgt"Ecvjgtkpg"cu"gfkvqt" ]Icvgu"3;;:<"r0;;_0"Vjku"
posthumous publication was through Macmillan & Co. of London in 1892, with a 
third volume of writings being published in 1883. Despite these high-level rejections, 
North ngxgtvjgnguu" hgnv" korqtvcpv"gpqwij"vq"gpicig"cp" ÒcigpvÓ" hqt"jgt"yqtmu" ]Pqtvj"
1893: p.67]. Gates concludes that women like North did not, despite such social 
nkokvcvkqpu."Òcnnqy"vjgkt"nkxgu"vq"dg"pgicvkxgn{"qxgt"fgvgtokpgf"d{"vjgkt"ewnvwtg"ukorn{"
because they did not have access to museum jobs, scientific journals, or other organs 
qh"uekgpvkhke"fkuugokpcvkqpÓ0"Kpuvgcf."vjg{"dgecog"rwdnke"hkiwtgu"kpfkxkfwcnn{"chhgevkpi"
Òvjg"ewnvwtg"qh"vjgkt"vkogÓ"]Icvgu"3;;:<"r0323_0 
North was an unconventional woman and a non-comformist who was often 
dismayed at the ignorance of her class and its ideals and avoided mainstream society 
whenever possible. Lqjp" Cffkpivqp" U{oqpfu" fguetkdgf"Pqtvj" cu" Òiqqf" jwoqwtgfÓ"
dwv"Òc"nkvvng"ucvktkecnÓ="c"yqocp"yjq"ycu"Òdqtgf"cpf"kttkvcvgf"d{"eqpxgpvkqpcn"Òuqekgv{Ó"
rgqrngÓ" dgecwug" ujg" Ònqpigf" hqt" uvkowncvkpi" eqpxgtucvkqp" ykvj" kpvgnnkigpv" cpf"
kpvgtguvkpi" uejqnctu" qt" DqjgokcpuÓ" ]Rqpuqpd{" 4224<" r039_0" Nevertheless, her 
independence was very much dependent upon her high social standing and continuing 
involvement in capitalist/colonialist society. 
North knew many important and interesting people of her day, including 
Charles Darwin (1809-1882), and his cousin Francis Galton (1822-1911) [North 
1892a: p.33] (famous for his work on eugenics) [Gates 1998: p.21] and the geologist 
Charles Lyell (1797-3:97+0"PqtvjÓu"hcvjgt"mpgy"Ukt"Yknnkco"Jqqmgt."vjg"vjgp"fktgevqt"
qh"Mgy"Ictfgpu0"Pqtvj"ncvgt"iqv"vq"mpqy"Ukt"YknnkcoÓu"uqp"Lqugrj"*3:36-1879), who 
succeeded his father as the director of Kew. North also knew naturalists in the USA, 
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including Louis Agazzsi (1807-1873), a glacier specialist, and Mr. and Mrs. Asa 
Itc{." yjq" eqnncvgf" ocvgtkcn" hqt" Fctykp0" PqtvjÓu" eqppgevkqpu" vq" vjg" ctvu" kpenwfgf"
writers such as Elizabeth Gaskill (1810-1865) [North 1892a, p.34] and her brother-inÎ
law John Addington-Symonds. Amelia Edwards and the painter Edward Lear were 
also firm family friends. In addition, North found time for philanthropic work, 
including the painting of the proscenium arch, flats and the surrounding features of 
the Normansfield Theatre. 
Despite her unconventional attitudes towards gender and society, North was not 
at the forefront of the gender politics of the 1800s. Instead North challenged 
convention through her travels, which were reported by the media at the time as 
important events [Farley 2010_0"Pqtvj"ycu"cnuq"Òkpuvtwogpvcn" kp"rtqoqvkpi"vjg"ctv"qh"
yqogp" rckpvgtuÓ" cpf" wvknkugf" jgt" Òygcnvj" cpf" jgt" Mgy" eqppgevkqpu" vq" fq" uqÓ" qp"
several occasions [Sheffield 2001: p.88]. This included the introduction of Ellis 
Rowan [North 1876-3:9;<"OP1415"Pqtvj"Icnngt{"Ngvvgtu_0"Pqtvj"ctiwgf"vjcv"TqycpÓu"
Òrckpvkpi" cpf" rcvtqpcig"ycu" qh" itgcv" gfwecvkqpcn" xcnwg" vq" dqvcpkuvu." ctvkuvu" cpf" vjg"
general rwdnkeÓ"]Ujghhkgnf"4223<"r0;2_0 
It would therefore be a mistake to define North wholly in contemporary critical 
terms. While her life and work do not conform directly to the expectations of 
nineteenth-century society, there is no compelling evidence that allows us to frame 
North either as a self-conscious feminist or as a prototypical deconstructive 
rquvoqfgtpkuv0" Kh" PqtvjÓu" nkhg" cpf" yqtm" fq" hkpf" tguqpcpeg" ykvj" hgokpkuo" cpf"
postmodernism it is only in actuality by historical default.  
This dissertation begins with a concise account of the early life of Marianne 
North from her birth to the death of her father and the beginning of her career as a 
dedicated botanical painter. Chapter one then goes on to focus on the Marianne North 
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Gallery at the Royal Botanical Gardens, Kew. The gallery is analysed closely in the 
wider context of Kew both in terms of its function and its stylistic influences. At the 
vkog" qh" kvu" eqpuvtwevkqp" vjg" icnngt{Óu" kpvgpfgf" wug" cu" c" ukvg" qh" rwdnke" fkurnc{" ycu"
understood to challenge the role of Kew as a specialised site of scientific enquiry. 
This contested status will be discussed with close reference to contemporaneous 
fqewogpvu" kpenwfkpi" eqttgurqpfgpeg" dgvyggp" Pqtvj" cpf" MgyÓu" fktgevqt." Lqugrj"
Hooker. The Gallery, which was designed by James Fergusson with significant input 
from North, displays various stylistic influences reflecting the extraordinary 
complexity of visual culture in Britain during the late nineteenth century. The 
icnngt{Óu" uv{nkuvke"diversity can be connected to a range of other architectural forms, 
including grottos, follies, lodge houses and kiosks, which were already an established 
rctv" qh" vjg" nc{qwv" cv" Mgy" cv" vjg" vkog" qh" kvu" eqpuvtwevkqp0" Vjg" icnngt{Óu" uv{nkuvke"
diversity will be discussed in relation to readings by Carol Duncan that view 
nineteenth-century exhibition spaces not only as sites of secular display but also of 
socially inclusive liminality. This interpretative framework will be used to illuminate 
vjg"Pqtvj" icnngt{Óu" tgncvkqpujkr" vq" c" xctkgv{" qh" qvjgt" ctejkvgevwtcn" eqpuvtwevkqpu" cpf"
sites of displays, including Asian temple architecture. The contested status and 
stylistic hybridity of the North gallery will be discussed here as a starting point for 
uwdugswgpv" fkuewuukqpu" qh" PqtvjÓu" wpegtvckp" uvcvwu" cu" dqvj" ctvkuv" cpf" dqvcpkecn"
illustrator.  
        Chapter two will explore similarities between the North Gallery and the Cabinet 
of Curiosities as a pre-scientific focus for visual display. While the paintings 
displayed in the North gallery are hung according to a rational, geographically defined 
taxonomic order they can also be understood to mimic the format of a cabinet of 
curiosities. Cabinets of curiosities, which were a precursor to secular-scientific 
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museological forms of display, presented images and objects not simply as a focus for 
objective study but also as a source of strangeness and wonder. PqtvjÓu" icnngt{" ku"
therefore open to interpretation as part of genealogy of visual display that places it 
somewhat uncertainly between modern scientific and pre-scientific scopic regimes. 
As such, the North gallery will also be analysed as a site of nineteenth-century 
stylistic and technical eclecticism that sets the scene for later artistic preoccupations 
with collage-montage and the found object.  
       Ejcrvgt" vjtgg"yknn" gzrnqtg" vjg" tgncvkqpujkr"dgvyggp"PqtvjÓu"rckpvkpiu"cpf" vjqug"
of the Pre-Raphaelite Dtqvjgtjqqf0" PqtvjÓu" tgncvkqpujkr" vq" vjg" Rtg-Raphaelite 
Brotherhood was recorded in her diaries. The Pre-Raphaelites had a major impact on 
Western visual culture throughout the latter half of the nineteenth century, influencing 
various artists, art groups and aesthetes. During the mid nineteenth century, members 
of the Pre-Raphaelite Brotherhood had, along with the critic John Ruskin (1819-
1900), raised concerns with regard to established ways of depicting the natural world 
as well as the relationship of arv" vq" pcvwtcn" jkuvqt{" cpf" rjknquqrj{0" PqtvjÓu"
assimilation of technical and aesthetic attitudes associated with the Pre-Raphaelite 
Dtqvjgtjqqf"yknn"dg"fkuewuugf."ikxkpi"c"eqpvgzv"hqt"vjg"wpegtvckp"uvcpfkpi"qh"PqtvjÓu"
own painting as a contribution to both art and science. 
Chapter four will reflect not only on vjg" tgncvkqpujkr" dgvyggp" PqtvjÓu" qyp"
painting and the wider history of botanical illustration, but also on how the techniques 
of botanical illustration differ from those of fine art. Botanical illustrationÓs 
application of a topological system, which deliberately flattens represented forms and 
spaces, allows botanists to read off information with speed and accuracy. Botanical 
illustration is therefore shaped primarily by a scientific demand for visual clarity 
rather than aesthetic feeling or idealism, as was the case with regard to fine art 
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practice during the nineteenth century. Eqpugswgpvn{." PqtvjÓu" rckpvkpiu." yjkej"
combine techniques taken from high art practice and botanical illustration, can be 
seen as highly problematic from both scientific and artistic perspectives. 
In ejcrvgt" hkxg"PqtvjÓu"yqtm"yknn" dg"cpcn{ugf"cu"c"meeting place for multiple 
stylistic and technical influences. PqtvjÓu"contemporaneous influences came from the 
work of Edward Lear, the Pre Raphaelites, the Hudson River School and Japonisme. 
However, it is also possible to discern less obvious influences coming from the work 
of Juan Snchez Cotn and Casper David Friedrich. Av"vjg"ucog"vkog."PqtvjÓu"yqtm 
can be linked stylistically to the work of later painters such as Frida Kahlo and 
Igqtikc"QÓMgghhg0"Pqtvj"jcu"cnuq"jcf"c"fkuegtpkdng"kphnwgpeg"qp"vjg"yqtm"qh"rtgugpv"
day botanical illustrators, including Margaret Mee and Pandora Sellers. Through this 
anal{uku."PqtvjÓu"yqtm"yknn"dg"rtgugpvgf"pqv"qpn{"cu a typical example of nineteenth-
century visual eclecticism, but also as a precursor to the combinatory techniques of 
artistic modernism and postmodernism.    
          Chapter six will explore the relationshkr" dgvyggp" PqtvjÓu" rckpvkpiu."
photography and the composite image. The latter half of the nineteenth century was 
awash with photographic materials. However, during the nineteenth-century 
photography was not widely considered to be a fully functional art form. Indeed, 
rjqvqitcrj{Óu"eqppgevkqpu" vq"ctv"ygtg"xkgygf"ykvj" uwurkekqp." pqv" ngcuv" dgecwug" vjg"
use of lenses to make paintings and drawings was assumed to undercut the necessary 
skill of the artist in projecting ideas of truth in nature. Despite this suspicion, during 
the nineteenth-century photography and photographic processes played a large part in 
the reproduction of artworks and in the production of scientific images. Moreover, 
photographs were increasingly accessible to the many and not just the few. North 
therefore lived in a world where photographically supplemented images and 
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composite works were considered normal. In this chapter it will be argued that 
PqtvjÓu"rckpvkpiu."nkmg"vjqug"qh"qvjgtu"cv"vjg"vkog."oc{"ygnn"jcxg"kpxqnxgf"vjg"wug"qh"
photographs and composite forms of representation based on photographic materials. 
         Chapter seven will focus upon PqtvjÓu" tgncvkqpujkr" vq"Fctykpkcp" uekgpeg" cpf"
environmental change. North developed a friendship with the naturalist Charles 
Darwin and this friendship resulted in North visiting Australia cv" FctykpÓu"
recommendation. North was exposed to environmental changes as a result of 
modernisation not only in the English countryside as a girl, but also as a traveler 
through colonial landscapes. North wrote of these changes and the damage caused by 
tree felling. North also questioned why she found European plants in many of the 
places she visited outside Europe. In Australia, while visiting fellow flower hunter, 
Ellis Rowan (1847-1922), North painted and wrote of the Australian landscape being 
powerfully affected by seed and plants brought in from Europe and elsewhere. This 
ejcrvgt"yknn" gzrnqtg" vjg" tgncvkqpujkr" dgvyggp"PqtvjÓu" rckpvkpi" cpf"ytkvkpi" cpf" vjg"
dispersal and hybridization of European plant life as part of Western colonialism and 
environmental man-made damage.  
          Ejcrvgt"gkijv"yknn"hqewu"qp"PqtvjÓu"telationship to nineteenth-century Western 
eqnqpkcnkuo0"PqtvjÓu" vqrqitcrjkecn" cpf"wtdcp"rckpvkpiu"ctg" xgt{"owej"eqppgevgf" vq"
the use of visual practices as part of nineteenth-egpvwt{"eqnqpkcnkuo0"PqtvjÓu" vtcxgnu"
were also marked by conversations with people from all walks of colonial life. North 
wrote of these experiences and of the mixed enjoyment and displeasure she felt or 
observed in kpfkigpqwu"rgqrngu0"PqtvjÓu"rckpvkpiu"qh" topographical scenes were part 
of a lineage within art and illustration that went back to the eighteenth century and the 
Middle East. Her friendship with landscape and topographic painter Edward Lear, 
was one that had engaged North with his methodologies even as a child, since Lear 
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had lived and yqtmgf" cv" vjg"PqtvjÓu"Jcuvkpiu residence.  Here, PqtvjÓu"yqtm will 
again be shown as ambiguous, adapting numerous stylizations and techniques that 
contradict one another. 
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A Concise B iography of the Early L ife of M arianne North  
 
Marianne North is a major figure within the history of nineteenth-century botanical 
painting, having produced a substantial body of paintings as the result of extensive 
travels to many different parts of the world. She was also responsible for the founding 
of a major purpose built gallery containing a representative collection of her work, 
which still stands in the Royal Botanical Gardens at Kew. PqtvjÓu"gctn{"nkhg"ku"nctign{"
described by writings found in the three North diaries of 1892 and 1893, which were 
edited by her sister Catherine. Some additional information can be found in Laura 
Rqpuqpd{Óu"dqqm"Marianne North at Kew Gardens, cpf"Cpvjqp{"Jwzng{Óu"A Vision 
of Eden. All information cited within this biography is sourced from these earlier 
texts. No North family tree is presently available. Diary information about certain 
North family members has been cross-referenced with Lqpcvjcp"Hctng{Óu"ewttgpv"yqtm"
on a concise North family tree, which is at present incomplete [Farley 2012].   
Marianne North was born on October 24, 1830 [Ponsonby 2002: p.11]. She was 
named after her aunt Marianne who had taught NotvjÓu" oqvjgt0" Pqtvj" received a 
legacy from her cwpv"OctkcppgÓu"older dtqvjgt"Òyjq"qp"jku"tgvwtp"htqo"Kpfkc"hqwpf"pq"
other memento of his favorite sister [but a] uocnn" dcd{Ó" bearing her name [North 
3:;4c<"r06_0"PqtvjÓu"dktvjrnceg"ycu"Jcuvkpiu"Nqfig"cv"vjg"eqtpgt"qh"Cujdwtpjco"tqcf"
and old London Road in Hastings, England [2005: www.English Social History]; this 
fgurkvg"jgt"hcvjgtÓu"cpeguvtcn"hcokn{"jqog"jcxkpi"dggp"cv"Tqwijco"kp"Pqthqnm0" 
NortjÓu" great- great- great-grandfather, Roger North was the youngest son of 
Dudley North, fourth Lord North of Kirtling, cpf" PqtvjÓu" itgcv-great-great-great- 
grandfather, who had married Anne, daughter of Sir Charles Montagu, Attorney-
Igpgtcn" wpfgt" Lcogu" KKÓ0 Tqigt" ytqvg" cdqwv" jku" dtqvjgtuÓ" lives: the Lord Keeper 
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Guilford Sir Charles Dudley, Commissioner of the Treasury to King Charles the 
ugeqpf"cpf"Fqevqt"Lqjp"Pqtvj."Ocuvgt"qh"Vtkpkv{"Eqnngig"EcodtkfigÓ"]Pqtvj"3:;4c<"
p.1]. PqtvjÓu" itgcv-great-great-uncle, Sir Charles Dudley, wrote a book entitled 
Discourses upon Trade in 1691, and was connected to early colonialist trade and 
commerce [Porter 2000: r036;_0" Tqigt" gctpgf" PqtvjÓu" Ògurgekcn" tgurgevÓ" ]Pqtvj 
1892a: p.1] because of his cultural pursuits in which he had found time for a love of 
music and painting [North 3:;4c<"r03_0"Tqigt"cnuq"ytqvg"Òjkuvqtkgu"qh"owuke."dwknfkpi."
and architecture, and covered his walls, with pictures including duplicates of many of 
the lovely but souless beauties of his friend, Sir Petgt" Ngn{Ó (1618-1680) [North 
1892a: p.2]. Furthermore, Roger held an interest in curiosities, building a library at 
Tqwijco"vjcv."fgurkvg"dgkpi"eqppgevgf"vq"vjg"Ejwtej."eqpvckpgf" Òocp{"ewtkqwu"cpf"
valuable books, including the Oriental manuscripts collected by his niece Dudleya 
PqtvjÓ"]Pqtvj 1892a: p.2].  
         The family connection to Rougham was dtqmgp" d{" TqigtÓu" uqp cpf" PqtvjÓu"
great-great-grandfather (also named Roger), yjq." ceeqtfkpi" vq" Pqtvj." jcf" c" Òxkng"
vgorgtÓ"cpf"Òhnqiigf"jku"uqp"Hqwpvckp"vq"uwej c"fgitgg"vjcv"vjg"dq{"tcp"cyc{"vq"ugcÓ"
decifkpi" pqv" vq" tgvwtp" wpvkn" chvgt" jku" hcvjgtÓu" fgcvj0" Fgurkvg" dgkpi" nghv" Uswktg" qh"
Rougham, Fountain." PqtvjÓu" itgcv-grandfather, fgekfgf" vq" qtfgt" vjg" Òjqwug" vq" dg"
dnqyp" wr" ykvj" iwprqyfgtÓ" cpf" vjg" Òeqpvgpvu" vq" dg" fkurgtugf" cpf" uqnf" d{" rwdnke"
cwevkqpÓ0"  It seemed vjcv" vjg"Òucknqt-uswktgÓ"qpn{"ectgf" hqt"vjg"ugc"cpf" kp"jku"qnf"cig"
settled in the first ever let lodge house at Hastings [North 1892a: p.2]. PqtvjÓu"
grandfather Francis Frederick also lived at Hastings, and according to North, he never 
went to Rougham either [North 1892: p05_0"Vjg"PqtvjÓu"cnuq"jcf"cp"gokpgpv"tgncvkxg"
living close by in Hastings, the Countess Waldgrave, who was considered the most 
prestigious person in the town [2005: www.English Social History]. 
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          Kv"ycu"vq"dg"PqtvjÓu"hcvjgt."Htgftkem"*3:22-1869) [Ponsonby 2002: p.11], who 
re-connected the family to Rougham, by choosing to spend his Harrow school 
holidays, cpf"eqnngig"xcecvkqpu"htqo"Uv"LqjpÓu"Eqnngig."Ecodtkfig"vjgtg0"Qp"ngcxkpi"
university, Fredrick moved to Mont Blanc, where he engaged in the early scientific 
study of rock crystals. He formed a large collection of crystals, before returning to the 
UK permanently to study Law [North 1892a: p.1].  
According to North, Fredrick decided to fall in love with her mother instead of 
uvwf{kpi" vjg" ncy0"Cv" vjg" vkog."PqtvjÓu"oqvjgt"ycu" kp" Òfggr"ykfqyÓu"yggfuÓ"ykvj"c"
young child, Janet, since her first husband had died from upsetting a coach and four 
[North 1892a: pp.4-7_0" PqtvjÓu" oqvjgt" ycu" vjg" gnfguv" fcwijvgt" qh" Ukt" Lqjp"
Octlqtkdcpmu"yjq" jcf" dggp" cp"O0R0" hqt" Dgtykemujktg0"PqtvjÓu" itcpfoqvjgt"ycu" c"
Tcouc{"qh"Dctvqp."ikxkpi"PqtvjÓu"hcokn{"c"tqocpvke"nkpm"vq"vjg"Tkxgt"Tweed, where 
her mother threw pebbles into its clear water and enjoyed the romances of Sir Walter 
Scott as a child [North 1892a: p.4]. 
             Vjg"Pqtvj" hcokn{Óu" jqog" nkhg" tgxqnxgf"dgvyggp"Jcuvkpiu" kp" vjg"winter, and 
London in the spring. The summer tkog"ycu" fkxkfgf" dgvyggp"PqtvjÓu" jcnh-ukuvgtÓu"
ancestral home of Gawthorpe Hall in Lancashire and a farmhouse in Rougham. 
Gawthorpe was intriguing to North since it contained secret closets and a sliding 
rcpgn"kp"vjg"Ncf{Óu"dqwfqkt"cpf"cpqvjgt"Òugetgv"ejcoder with some chests of old plate 
[that] had been found up a chiopg{Ó" ]Pqtvj 1892a: r09_0" PqtvjÓu" ytkvkpiu" qp"
Gawthorpe during the Industrial Revolution reveal that the near-by River Calder was 
Òurqknv"d{"pwodgtu"qh"hcevqtkgu"yjkej"vjtgy"kp"vjgkt"uwtrnwu"f{guÓ0"Pqtvj"cnuq"ytkvgu"
of the working-encuugu." uvcvkpi" Ò]v_he noise, smoke, and general grimness of 
everybody and thing in that county were most unattractive to me, and I was always 
glad to move from it to clean dull Norfolk with its endless turnip-fields and fir 
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rncpvcvkqpu."rkiu"cpf"rctvtkfiguÓ"]Pqtvj 1892a: p.8]. While in Norfolk, North followed 
jgt"Òhcvjgt"cdqwv"htqo"hkgnf"vq"hkgnf"yjkng"jg"ycu dwu{"ykvj"jku"czgÓ."fgxqwtkpi"pqxgnu"
under the trees her father had already planted, until she fancied herself kp"vjg"Òxktikp"
hqtguvu"qh"CogtkecÓ"*vjg"hktuv"rnceg"Pqtvj"xkukvgf"cpf"rckpvgf"ugtkqwun{"kp"3:93+"]Pqtvj"
1892a: p.8]. 
North also wrote of travelling south, on the railway that was somewhere 
Òdg{qpf"[qtmÓ"ukpeg"Ò]v_here were only bits of railways in those dc{uÓ [see figure 6]; 
as depicted in J.M.W. TurnerÓs painting of early industrial train travel, Rain, Steam 
and Speed, of 1844. Pqtvj"uvcvgu"Òyg"igpgtcnn{"ftqxg"c"nqpi"yc{"vq"tgcej"vjgoÓ and 
Òwugf"vq"ukv" kp"qwt"qyp"ecttkcig."yjkej"ycu"vkgf"qp"c"vtwem."uwttqwpfgf"d{" nwiicigÓ"
[North 3:;4c<"r034_0"Pqtvj"iqgu"qp"vq"ytkvg"vjcv"ÒK"mpgy"gxgt{"dki"vtgg."rtgvv{"ictfgp."
or old farm-house, with the wooden patterns let into the walls, and yews and box trees 
cut into cocks and hens, and I sadly missed them when thg"fc{u"qh"Ðkortqxgogpv"cpf"
tguvqtcvkqpÑ"ecogÓ"]Pqtvj"3:;4c<"r034_0"Jgtg."Pqtvj"tgecnnu"vjg"gpuwkpi"fgenkpg"qh"vjg"
countryside painted by Constable and other picturesque landscape painters of the 
early nineteenth century. PqtvjÓu"gctn{"gfwecvkqp"ycu"vq"dg"hilled with the wonders of 
natural history. She took two volumes on British fungi by Mrs. Hussey, from her local 
library, which started her interest in collecting and painting all varieties of fungi, 
found at Rougham [North 1892a: p.12]. North stated that her governesses hardly 
interfered with her self-education. This included her readings of Walter Scott and 
Shakespeare, yjkej."ujg"fgenctgf."icxg"jgt"Òvjgkt"xgtukqpu"qh"jkuvqt{Ó."cpf"Robinson 
Crusoe." yjkej" icxg" jgt" Òkfgcu" qh" igqitcrj{Ó" [North 1892a: p.8]. Regarding her 
tgnkikqwu" kpuvtwevkqp." Pqtvj" ytqvg" qh" Ò]g_xgt{vjkpiÓ" dgkpi" Òoquv" wpeqpxgpvkqpcnÓ" kp"
Norfolk, as the Methodists and Wesleyans in the area had their own way of doing 
vjkpiu" ukpeg" vjgtg"jcf" dggp" Òpq" tgukfgpv"engti{ocp"ykvjkp" vjg"ogoqt{"qh"ocpÓ"cpf 
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that consequently all the parishers were differing kinds of dissenters but chiefly 
ÒÐtcpvgtuÑ"qt"Rtkokvkxg"OgvjqfkuvuÓ0"Pqtvj"tgrqtvu"vjcv"the locals even used women for 
preachers, something againsv" yjkej" PqtvjÓu" oqvjgt" tgdgnngf" d{" uvctvkpi" a Sunday 
school in order to bring more people to Church (an activity of which North stated she 
Òeqwnf"pgxgt"swkvg"ugg"vjg"dgpghkvÓ+"]Pqtvj"3:;4c<"r0;_0" 
North was to later complain to her mother vjcv" ujg" ]Pqtvj_" Òycu" xgt{" wp-
gfwecvgfÓ= after this North was promptly sent to school at Norwich with a Madame de 
Wahl0" Jgt" hcvjgt." Htgftkem" Pqtvj." Òvjqwijv" ujg" ]Pqtvj_" ycu" dgeqokpi" nc¦{" cpf"
tguvnguu."cpf"ujqykpi"c"etcxkpi"hqt"gzekvgogpvÓ0"Jg"vjgtghqtg agreed to her being sent 
vq"uejqqn"dgecwug"jg"Òtghwugf"vq"urqkn"jgtÓ"]Ujghhkgnf"4223<"r09;_0"Pqtvj"fguetkdgf"her 
school life cu"ÒjcvghwnÓ because the teaching ycu"Òrwtgn{"ogejcpkecn"tqwvkpg. and the 
girls, ykvj"qpg"gzegrvkqp"]È_"wpkpvgtguvkpiÓ"]Pqtvj"3:;4c<"r035_0 
PqtvjÓu" hcvjgt"ycu"gngevgf"Ogodgt"qh"Rctnkcogpv" hqt" vjg town of Hastings in 
1830. The town, which was the first of the Cinque Ports."jcf."cv"vjcv"vkog."Òpqv"jcnh"Î
aÎdozen regular lodging hqwuguÓ0"Ot0"Pqtvj"jcf"dgeqog"c"htggocp of the town after 
being voted in by ten freemen, one of whom was himself [North 1892a: p.5]. Mr. 
North was a Liberal politician [Ponsonby 2002: p.11] who was one of a small party 
formed in 1859 that called itself ÒVjg"Uv0"UvgrjgpÓu"EnwdÓ"]Pqtvj 1892a: p.32]. North 
remembered seeing the great dinner given after the passing of the Reform Bill in 
1832, for which her father had voted; a controversial bill that would have 
repercussions upon the whole of nineteenth-century British society, rich and poor. 
Htgftkem"PqtvjÓu" Òjgcnvj" dtqmg"fqyp"cpf"jg" jcf" vq"ikxg"wr"Rctnkcogpv" hqt"c"yjkngÓ"
[North 1894c<"r07_."dwv"dgecog"cp"O0R"cickp"htqo"Ò3:76-3:87Ó"cpf"cickp"kp"Ò3:8:Ó0" 
          Throughout this time, the North family would choose to go abroad whenever 
Mr. North had not been elected to office. When he failed to maintain his 
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parliamentary seat in 1847." kv"ycu"fgekfgf"vjcv" kp"Cwiwuv" vjg{"ygtg"vq"Òngv"Jcuvkpiu"
Lodge to go abroad for three {gctuÓ0"Vjg"Pqtvjs settled in Heidelberg with an English 
governess whom North hated. During her time In Heidelberg, owuke" ycu" PqtvjÓu"
principal ÒocpkcÓ"]Pqtvj 1892a: pp.13-14]. North was to maintain this mania through 
Òc"itgcv"fgal of time spent having music lessonsÓ. North was engaged in a continual 
tqwpf" qh" eqpegtvu" cpf" Òurgpv" gkijv" jqwtu" c" fc{" ukpikpi" cpf" rnc{kpi" vjg" rkcpqÓ 
[Ponsonby 2002: pp.11-12]. According to Ponsonby writing in Marianne North at 
Kew Gardens, North had a beautiful singing voice, staing that, kp"Ftgufgp." Òkv"ycu"
fkueqxgtgf" vjcv" jgt" xqkeg"ycu" eqpvtcnvq" pqv" uqrtcpqÓ" ]Rqpuqpd{"4224<" rr033-12]. It 
was noted by North that in Brussels her practicing dgecog"Òoqtg"kpeguucpv"vjcp"gxgt"
cpf"rtqdcdn{"c"rgthgev"pwkucpeg"vq"vjg"pgkijdqwtuÓ."uq"owej"uq, vjcv"ujg"jcf"Òykujgf"
kv" eqwnf" dg" fqpg" ukngpvn{Ó" ]Rqpuqpd{"4224<" r034_0"Ncvgt" ujg"yqwnf"ytkvg" vjcv"owuke"
was a comfort to her while travelling and that melodies she had learned in Germany 
Òhknngf" ocp{" c" ycmghwn" pkijv" cpf" jgcx{" fc{" qh" c" xq{cig" ykvj" rngcucpv" ogoqt{Ó"
[North 1892a: p.25].
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North wrote, that while in Prussia she extended her artistic repertoire by 
ngctpkpi" Òvq"mpqy"vjg" hcoqwu"rkevwtgu"d{"jgctvÓ"cpf"ycu" Òeqpxgtukpi"ykvj"rckpvkpiu"
vjcv"ygtg"vqq"ygnn"mpqyp" vq"pggf"fguetkrvkqpÓ" ]Pqtvj 1892a: p.22]. These paintings 
could have included the works of Casper David Friedrich and others, whose influence 
was widespread at the time and whose landscape compositions were replicated by 
painters and technical illustrators alike. North certainly refers to the painters 
Vogelstein and Dahl who wrote extensively about Casper David Friedrich. Dahl 
chose to give NortjÓu"oqvjgt"c" uvwf{"qf a female martyr related to one of his large 
paintings because of its similarity to her. [North 1892a: p.22]. North wrote of meeting 
                                               
10 Pqtvj" ytqvg" qh" qpg" qeecukqp" kp" Lcockec" yjgp" c" Òitgcv" dnwgÎdqvvng" hn{" ]È_" dw¦¦gfÓ" cpf" Òc" dktf"
whistled two notes, scientifically describable as the diminished seventh of the key of F, and E natural 
and B flat alternatively, always the same and in perfect twpgÓ"]Pqtvj"3:;4d<"r0;7_0 
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ÒQnf"Oqtkv¦"TgvuejÓ"cpf"jku"ykhg."yjq"nkxgf"hkxg"okngu"htqo"Ftgufgp in the Saxony 
eqwpvt{ukfg" kp"c" Òsmall cottage among thg" xkpguÓ0"Tgvuej" jcf"crrctgpvn{"yqp"ocp{"
honours by his genius for illustration0"Pqtvj"uvcvgu"vjcv"Ò]j_ku"qtkikpcn"ftcykpiu"ygtg"
done with a pencil shaded with the greatest fineness, and were very unlike the bold 
qwvnkpgu"yjkej"jcxg"dggp"gpitcxgfÓ"]Pqtvj 1:;4c<"r044_0"PqtvjÓu"fguetkrvkqp" ku"qh"c"
person taking pains with the making of his work. Retsch is also described as treating 
his illustrations as if they were his children and as vgnnkpi" Òoctxgnous stories about 
vjgoÓ"]Pqtvj"3:;4c<"r044_0 
          NorthÓu"fkctkgu"fguetkdg"vjg"Tgxqnwvkqp"Òjcvejkpi"cnn"qxgt"GwtqrgÓ"fwtkpi"3:6:."
including the riots that began after Louis Philippe fled from France; commenting that 
ÒTgxqnwvkqpct{"kfgcu"ctg"kphgevkqwu."cpf"uqqp"etquugf"vjg"TjkpgÓ"vq"]Jgkfgndgti_"cpf"
that students there Òuvtwvvgf"cdqwv"nkmg"eqemuÓ0"Pqtvj"noted uggkpi"Òtcy"tgetwkvuÓ"dgkpi"
Òugpv"qhh"vq"yctu"]È_"kp"Jwpict{"cpf"Kvcn{Ó"]Pqtvj"3:;4c<"rr03;-20]; many of whom 
ygtg" Òrqqt" etgcvwtguÓ" yjq" jcf" dggp" vcmgp" htqo" Òvjgkt" jqogu" kp" rkevwtguswg"
sheepskins coats, with the wool inside and embroidery outside, their well shaped 
ucpfcngf"hggv"]È_"hqtegf"kpvq"tgiwncvkqp"dqqvu."yjkng"vjgkt"dqfkgu"ygre squeezed into 
tight uniforms [looking] okugtcdngÓ"]Pqtvj"3:;4c<"rr03;-20].  
In March 1848 the North family took a trip to the Elber (Elbe) with its 
Òrkevwtguswg"tqemu"cpf"hqtguvu"kp"Uczqp"Uykv¦gtncpfÓ."tgcejkpi"Ftgufgp"Òvjg"fc{"chvgt"
the revolution beicpÓ"]Pqtvj"3:;4c<"r042_0"Qp March 26, the North family decided to 
leave the area." uvgcokpi" Òwr" vjg" Pgemgt" vq" JgkndtqppÓ" cpf" Ò]v_hrough Ulm to 
Awiudgti"cpf"OwpkejÓ"yjgtg" vjg{" vqqm"c" hncv" vjcv"dgnqpigf" vq"c"Dcxctkcp"itcpfgg. 
North then promptly fell ill with typhoid fever and was moved to recover at the Lake 
of Starnberg ykvj" vjg" Ònqxgn{" Cnru" kp" vjg" hct" fkuvcpegÓ" ]Pqtvj 1892a: p.15]. At 
Starnberg, North was exposed to the German Romantic vision of the sublime. North 
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wpfgtvqqm"Òycnmu"qxgt"vjg"dgcwvkhwn"Dgtiuvtcuug."eqxgtgf"ykvj"etkur"htquv"qt"upqyÓ"cpf"
wrote of her father taking her on expeditions that started by rail and then plunged into 
forests, over hills and valleys yjgtg"vjg{"Òogv"rtgvv{"tqg"fggt."jctgu."qt"hqzgu"]È_"cpf"
icvjgtgf"itgcv"dwpejgu"qh" nknkgu"qh"vjg"xcnng{Ó"]Pqtvj 1892a: p.14]. North describes a 
time while in Ober Tarvis during a tour of the Dolomite Alps and Austria when she 
Òqhhgtgf" c" iwnfgp" hqt" c" hnqygt" vq" rckpvÓ0" Vjg" ugnngt" asked Pqtvj" hqt" Ò50 Krentzers 
oqtgÓ." vq"yjkej"Pqtvj" eqpugpvgf0"PqtvjÓu" hcvjgt." jqygxgt."ycu" fkuiwuvgf and was 
uckf" vq" jcxg" uvcvgf" vjcv" Òuwej" gzvtcxcicpeg" yqwnf" tckug" vjg" jqvgn" dknnÓ0" Pqtvj"
countergf"d{"rtqvguvkpi"vjcv"ujg"Òtgcnn{"ycpvgf"vjku"hnqygtÓ"dgcause it was said that it 
grew nowhere else [North 1893: p.218], thus revealing a strong calling toward the 
tctg"cpf" vjg" dgcwvkhwn" cu"ygnn"cu" c"fguktg" vq"ecrvwtg" uwej" vjkpiu"rkevqtkcnn{0"PqtvjÓu 
family eventually escaped the revolution via Vienna ykvj"vjgkt"Ònwiicig"kp"vyq"yjggn"
dcttqyuÓ"]Rqpuqpd{"4224<"r033_0 
Qp"PqtvjÓu tgvwtp"vq"Gpincpf."vjgtg"ygtg"Òocp{"owukecn"gxgpkpiu."yjgtg"dqvj"
cocvgwt" cpf" rtqhguukqpcn" owukekcpu" rgthqtogfÓ" ]Rqpuqpd{" 4224<" r034_0 PqtvjÓu"
passion for music continued with lessons from a ÒOcfcog"Fqnd{Ó."yjq was Òcfoktgf"
gpqtoqwun{Ó" by North [Ponsonby 2002: p.12]. North wrote of her new mistress as 
jcxkpi" Òdggp" hcoqwu" kp" jgt" {qwvjÓ"cpf"as having gqpg" vjtqwij"cnn"Oq¦ctvÓu"qrgtcu 
and masses with her, qhvgp" rcuukpi" Ògkijv" jqwtu" c" fc{" cv" vjg" rkcpqÓ" singing and 
transposing all the solos and duets. [North 1892a: p.19]. Dolby made North perform 
Òuqnq"rctvu"kp"uqog"qh"jgt"eqpegtvuÓ. but, according to Ponsonby writing in Marianne 
North at Kew Gardens, North suffered ftqo" cp" Òwpeqpvtqnncdng" pgtxqwupguuÓ" vjcv"
marred the occasion ]Rqpuqpd{" 4224<" r034_0" PqtvjÓu" ukuvgt" Ecvjgtkpg" dgnkgxgf" vjcv"
Òukpikpi"ycu"yjgtg"jgt"]PqtvjÓu_"tgcn"igpkwu" nc{.Ó"dwv"ucfn{"PqtvjÓu"xqkeg" Òfgugtvgf"
her just when its cultivcvkqp"tgcejgf"kvu"jkijguv"rqkpvÓ"]Rqpuqpd{"4224<"r034_0"PqtvjÓu"
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enjoyment of music was also accompanied by a love of riding and of painting 
[Ponsonby 2002: p.12]. At this time, North stated that she had an innate desire to 
Òmggr"cyc{" htqo"uqekcn"gxgpvuÓ."dcnnu" kp"rctvkewnct"dgkpi"uggp"cu" Òc"rgpcpegÓ0"Pqtvj"
Òjcvgf"ftguukpi"wr"cpf"nqcvjgf"vjg"rgtrgvwcn"ftgct{"vcnm"]È_"cpf"vjg"igpgtcn"hqtocnkv{"
qh" vjg"qeecukqpuÓ"]Rqpuqpd{"4224<"r034_0"Kp"jgt" lqwtpcnu"Pqtvj"uvcvgu"vjcv"ujg"pgxgt"
Òvjqwijv"owej"qh"vjg"vtgcfoknn"tqwvkpg"ecnngf"Ðuqekgv{ÑÓ [North 1892a: p.31]. Despite 
this, North found London vq"dg"Òhwnn"qh"fgnkijvuÓ0 
It was during her time as a young woman in Hastings that North met Lucie 
Austin, later Lady Lucie Duff Gordon, a Victorian writer, traveler and highly 
unconventional intellectual, whose celebrated salons were attended by Tennyson, 
Thackeray and George Meredith [Clarke 2009: p.12]. Lucie made a strong impression 
upon North [North 1892a: p.5], who described jgt" cu" Òqpg" tckugf" cdqxg" qtfkpct{"
oqtvcnuÓ" ykvj" c" Òhgctnguupguu" cpf" eqpvgorv" qh" yjcv" rgqrng" vjqwijv" qh" jgtÓ" ]Pqtvj 
1892a: p.6]. She also made a long-term friend in Barbara Leigh Smith Bodichon 
[Hirsch 2006: p.21], the artist, law reformer, pamphleteer, journalist, co-founder of 
Girton College, intrepid traveler, first cousin of Florence Nightingale and George 
EnkqvÓu" enquguv" htkgpf0" Dqfkejon was associated with the Pre-Raphaelite circle, 
including Anna Mary Howitt, who painted Bodichon as Boadicea [Hirsch 2006: 
r0xkk_0" DqfkejqpÓu" rqnkvkecn" xkgyu" uvtgvejgd to the application of the crafts and like 
William Morris she agonised about the way cheap factories and European imports 
Òfguvtq{gf" nqecn" etchvu" cpf" umknnuÓ [Hirsch 2006: p.139], thus indicating a political 
orientation toward the aesthetics of making and toward making itself.  
Formal art education for women had been available in Britain since the 1850s, 
with a government school of design being founded in 1865. John Ruskin declared an 
kpvgtguv"kp"yqogpÓu"ctv cpf"ctv"gfwecvkqp"cpf"ycu"kortguugf"d{"Òc"pwodgt of women 
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ctvkuvuÓ" ]Ncodqwtpg" 4227d<" r0537_0" Jqygxgt." as part of c" etkvkswg" qh" DqfkejqpÓu"
painting Louisiana SwampÓ." Twumkp" ycu" qrgpn{" jquvkng and complained about the 
placing of the work inside the headquarters of the Gpinkuj" YqocpÓu" Lqwtpcn."
prompting Hirsch, in Barbara Leigh Smith Bodichon, Feminist, Artist and Rebel, to 
ctiwg"vjcv"ÒTwumkp"ycu"oqtg"kpvgtguvgf"kp"mggrkpi"hgocng"codkvkqp"wpfgt"eqpvtqn"vjcp"
kp"qhhgtkpi"cguvjgvke"etkvkekuoÓ"]Jktuej"4228<"r0386_0  
         TwumkpÓu" jquvknkv{" gzvgpfgf" vqyctfu" vjg" ujqykpi" qh" Cppc" Oct{" JqykvvÓu"
painting of Bodichon as Boadicea at the Sydenham Crystal Palace exhibition in 1856. 
Ruskin attacked history painting at the event, holding in high esteem, despite many 
mixed reviews, a rckpvkpi" qh" c" rjgcucpvÓu"ykpi, stating that it was Botany not Art 
[Hirsch 2006: p.164]. This move by Ruskin, places him at the forefront of a changing 
world that would begin to challenge the primacy of history painting within the 
European art world0"TwumkpÓu"Tqocpvkekuo"fgcnv"ykvj"rctvkewnctu<"Òc"dktfu"ykpi"]È_"c"
waterfall ot"jknnÓ"]Urcnfkpi"422;<"r0382_."cu"ykvpguugf"kp"jku"iqwcejg"rckpvkpi"Spray 
of Withered Oak, in 1879 [See figure 7]. PqtvjÓu" qyp" dqvcpkecn" rckpvkpiu"ygtg in 
many ways xgt{"owej"kp"mggrkpi"ykvj"TwumkpÓu"xkgyu"qp"ctv0  
North continued to be trained in feminine accomplishments that included 
drawing and painting. She was tutored as an amateur by a number of artists, including 
the Royal Academician John Ballantyne (1815-1897), Madeline Von Fowinkel (no 
dates found), from whom North states she Òiqv"vjg"hgy"kfgcu"K"rquuguu"qh"cttcpigment 
qh" eqnqwt" cpf" qh" itqwrkpiÓ. and the Australian Robert Dowling (1827-1886), who 
taught North oil painting while spending Christmas with the North family in Hastings 
[Ponsonby 2002: p.15]. North complained about lessons in watercolour from 
Valentine Bartholomew (1799-3:9;+." yjq." fgurkvg" jcxkpi" dggp" Òhnqygt" rckpvgt" kp"
qtfkpct{" vq" Swggp" XkevqtkcÓ" ]Rqpuqpd{" 4224<" r036_." Pqtvj" fkf" pqv" jqnf" kp" jkij"
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esteem. North was not a professionalised painter since she did not attend formal 
classes at art school. Nor did she display her work commercially, despite the fact that 
cv"vjg"vkog"qh"PqtvjÓu"early artistic education many women painters were becoming 
highly regarded professionals. Generally, during the nineteenth-century women 
painters were regarded as either Òcocvgwtu"qt"eqorgvgpv"cocvgwtuÓ cu"vjg"XkevqtkcpÓu"
expected the fairer sex to acquire accomplishments but never a profession 
[Lambourne 2005b: p.307]. Despite this, many female painters, amateur and 
professional, often had a dedicated space in which to work, as pictured in Mary Ellen 
DguvÓu" rckpvkpi" qh" The Artist in her painting Room, of 1837-9 [See figure 8]. 
Moreover, tjgtg"jcf"dggp"Òvyq"yqogp"ctvkuvu"coqpi"vjg"58"Hqwpfcvkqp"Ogodgtu"qh"
the Royal Acafgo{Ó<"Cpignkec"Mcwhhocpp"*3963-1807) and the flower painter Mary 
Moser (1744-1819) [Lambourne 2005b: p.307]. Accomplished Victorian women 
painters included Louise Jopling (1843-1933), a close friend of Whistler and Millias. 
Jopling painted Blue and White [See figure 9] in 1896, which was bought by Lord 
Leverhulme for his gallery at Port Sunlight as a document of the then current taste for 
blue and white Chinese ceramics [Lambourne 2005b: p.311]. North herself took an 
interest in Chinoiserie and Asian porcelain.  
Despite this mix of amateurism and professionalism among nineteenth-century 
women painters, as Griselda Pollock ekvgf" kp" UjghhkgnfÓu."Revealing Worlds:  Three 
Victorian  Women  Naturalists,  and other feminist art writers have acknowledged, 
women artists were still at a disadvantage compared with male artists because many 
yqogpÓu" hcoknkgu"qdlgevgf vq" uwej"rwtuwkvu"cpf" Òfgpkgf" vjgo"rgtokuukqp" ]È_"qhvgp"
withdrawing oqpg{" hqt"gfwecvkqpÓ"]Ujghhkgnf"4223<"r032;_0"Pqtvj defended her own 
educational shortcomings by stating that a tgcnn{" fkuvkpiwkujgf" yqocp" Òpggfu" pq"
eqnngigu"qt"jkijgt"gfwecvkqp"ngevwtguÓ"]Vkpnkpi"3;:;<""r0426_0 
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PqtvjÓu"rckpvgtn{"codkvkqpu"ygtg"htqo"cp"gctn{"uvcig"cuuqekcvgf"ykvj"dqvcpkecn"
painting. From the eighteenth century onwards, this genre had suffered from the 
ockpuvtgco" ctvkuvke" xkgy" vjcv" vjgtg" ycu" Òc" rtqhqwpf" fkhhgtgpeg" ]È_" dgvyggp" c"
dgcwvkhwn" fgukip" cpf" ]È_" dqvcpkecn" ctv" cuuqekcvgf"ykvj" hgocng" rqnkvg" ewnvwtg." cpf" c"
professional work created to aid scientihke" wpfgtuvcpfkpiÓ" ]Dctdgt 2011: p.57]. 
However, further to the professionalisation of female painters during the nineteenth 
century many botanical works were actually made by professional women artists and 
vjg{" ygtg" rgtegkxgf" vq" qhhgt" Òvgejpkecn" rtgekukqp" cpf" uekgpvkhke" ceewtce{Ó" [Barber 
2011<"r079_0"PqtvjÓu"qyp"dqvcpkecn"paintings did not make extensive use of empirical 
techniques but, instead, incorporated stylistic influences from high art. North 
combined myriad stylisations while choosing not to confine her self to any one 
particular genre. Despite this, North did garner plaudits for her work from journals 
such as Nature, the Dial and Athenaeum [Gates 2001: p.101].  
There were other untrained women painters to which North could have looked. 
Within the Pre-Raphaelite circle the life model Elizabeth Siddal produced paintings in 
a recognisably Pre-Raphaelite style. SiddanÓu" yqtm." yjkej" ycu" kpurktgf" d{" rqgvt{."
displays a naivety vjcv" ecp" cnuq" dg" ykvpguugf" kp" PqtvjÓu" qyp" dqvcpkecn" yqtmu0"
Rossetti, SiddanÓu" lover, found her work to be Òswkvg" yqpfgthwnÓ" dgecwug of its 
Òhgewpfkv{"qh"kpxgpvkqp"cpf"hceknkv{Ó which he considered to be Òowej"itgcvgt"vjcp"jku"
qypÓ" ]Etwkug" 4233<" r035:_0" TquugvvkÓu" dtother William Michael Rossetti, however, 
had a lower estimation of SiddanÓu"yqtm, but in taking this position fkf"pqv"Òvcmg"kpvq"
consideration her almost complete lack of training, let alone her poverty and inability 
vq"dw{"ftcykpi"ocvgtkcnuÓ"qt"kpfggf"jgt"ncem"qf Òyqtmkpi"urcegÓ"]Etwkug"4233< p.138]. 
Siddal moved to Sheffield in 1857 to take a ladies class at the art school and her 
ycvgteqnqwtu"ctg"pqy"tgictfgf"cu"Òjcwpvkpin{Ó"kpfkxkfwcn"]Ncodqwtpg"4227d<"r0535_0" 
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          Other Victorian female painters who challenged the primacy of their male 
counterparts include Rosa Bonheur (1822-99). Bonheur, who was born in Bordeaux, 
exhibited regularly at the Salon in Paris from 1841 and was the first woman artist to 
dg" cyctfgf" vjg" Nﬁikqp" fÓ" Jqppgwt kp" 3:870" DqpjgwtÓu" rckpvkpiu" kphnwgpegf" Ncf{"
Butler [Elizabeth Thompson] (1846-1933). Indeed, Bonheur and Butler were thought 
by some to have Òuwtrcuugf"cp{"ocng"eqorgvkvkqp"kp"vjgkt"ejqugp"igptguÓ"]Ncodqtpg"
2005b: p.322].  Butler was to astound the public through her incredibly masculine war 
paintings. Consider here, for example, The Roll Call (Calling the Roll after an 
Engagement, Crimea) of 1874, which was purchased by Queen Victoria after being 
praised highly by the Prince of Wales in his opening speech at a Royal Academy 
fkppgt0" Eqpukfgt" cnuq" DwvngtÓu" Scotland Forever of 1881 [See figure 10], which 
depicts the onrushing cavalry of the Scots Greys at Waterloo [Lambourne 2005b: 
r0544_0"Dwvngt"fgenctgf"vjcv"ujg"Òpgxgt"rckpvgf"hqt"vjg"inqt{"qh"yct."dwv"vq"rqtvtc{"kvu"
rcvjqu"cpf"jgtqkuoÓ"]Ncodqwtpg"4227<"r0545_0 
North was therefore painting within a historical context that included other 
more professionalised women painters. This may have led her to seek better teaching 
outside of the expected remit of genteel tutors. William Henry Hunt (1790-1864), 
yjqo"Twumkp"fguetkdgf"cu"jcxkpi"ikxgp" Òdgpej-marks at which vq"cko"cu"cp"ctvkuvÓ"
[Lambourne 2005b: p.115] and from whom Ruskin had taken lessons, had lodgings 
pgctd{"vq"PqtvjÓu"jqog"kp"Jcuvkpiu but tglgevgf"PqtvjÓu"rtqrqucn"vjcv"jg"okijv"vgcej"
jgt0"Pqtvj"ycu"fgxcuvcvgf"cpf"fgenctgf"Òvjg"qpn{"ocuvgt"K"nqpigf"hqt"yqwnf"pqv"vgcejÓ"
[North 1892a: p.27]. Bodichon did, however, receive advice on her paintings from 
Hunt [Hirsch 1998: p.19].  
Despite his refusal to teach her, Hunt is nevertheless a strong candidate as an 
kphnwgpeg" qp" uqog" qh" PqtvjÓu" eqorqukvkqpcn" cu" ygnn" cu paint application choices. 
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JwpvÓu" vgejpkswg" kpkvkcnn{" cfjered to the classic Girtinesque style (after the 
eighteenth-century watercolourist Thomas Girtin (1775-1802)) whereby coloured 
washes are applied to a painting layer upon layer. However, in 1825 Hunt replaced 
this technique in favour of a mixture of transparent and body colour to be placed over 
a ground of Chinese white as a way of giving Ònwokpqukv{Ó"]Jktuej"3;;8: p.19] [See 
figures 11, 12 and 13] This latter technique, which is transferable to oil painting, was 
also used by North. North dgnkgxgf" JwpvÓu" yqtm" vq" dg" Òcduqnwvgn{" vtwg" vq" pcvwtgÓ"
[North 1892a: p.27]. Hunt worked on a small scale, as did North, and his work 
anticipates Pre-Raphaelite naturalism despite being rooted in the nature based 
teaching of John Varley (1775-1802), the watercolourist, astrologer and friend of 
William Blake (1757-1827) [Blayney Brown 2001: p.95_0" JwpvÓu" rckpvkpiu" ctg"
sometimes so realistic that they approach the photographic. His work often depicts 
dktfÓs nests with accompanying flora built up in painted layers that give a dense 
colouration and luminosity.  
JwpvÓu studio belonged to John Hornby Maw, a retired Pharmaceutical 
businessman who owned a fine collection of J.M.W. Turner (1775-1851) 
ycvgteqnqwtu0"Pqtvj." c" htkgpf" qh"OcyÓu" fcwijvgt." remarked on the paintings in her 
diaries describing them as an Ògzswkukvg" eqnngevkqpÓ" fkurnc{gf" kp" c" Òvjktv{-foot-long 
ftcykpi"tqqoÓ"[North 1892a: p.28]. Other artists chose to paint in Hastings, including 
Prout, who, according to North, Òftgy"gxgp"kp"jku"dgfÓ"dgecwug"qh"jku"fgnkecvg"health 
[North 1982a: p.28]. Cox and Linnell also worked in the town, as did Edward Lear 
(1812-88); the latter making regular appearances there throughout PqtvjÓu" life. Lear 
jcf"dggp"c"nqfigt"kp"vjg"eqvvcig"qh"vjg"PqtvjÓu"ictfgpgt [North 1982a: p.29] and he 
wrote of North as c"Òengxgt"("fgnkijvhwnÓ"rgtuqp [North 1878: (MN/1/1) Letters to Dr. 
Burnell]. 
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Lear wrote to entomologist Eleanor Anne Ormerod (1828-1901) that North was 
Òc"itgcv"ftcwijvuyqocp"cpf"dqvcpkuvÓ"]Uheffield 2001: p.106]. Lear, an ornithological 
draughtsman, landscape painter, musician, creator of nonsense rhymes and a travel 
writer, wrote The Owl and the Pussy Cat, hqt"PqtvjÓu"pkgeg"Lcpgv"U{oqpfu"]Rqpuqpd{"
2002: p.15] and entertained North at the piano singing Tennyson for hours to NortjÓu"
Òitgcv"cowugogpvÓ"]Rqpuqpd{"4224< r037_0"Ngct"cnuq"rckpvgf"kp"PqtvjÓu"rtgugpeg."cpf"
ujg"ytqvg"qh"jko"dgkpi" Òoquv"iqod-pcvwtgf" kp" ngvvkpi"wu"ycvej"jko"cv"yqtmÓ"]Pqtvj"
1892a: p.29].  
         Pqtvj"gzrnqtgf"vjg"yqtnf"cu"c"ukping"yqocp."ejqqukpi"pgxgt"vq"octt{0"PqtvjÓu"
pkgeg"Octictgv"U{oqpfu"Òvjqwijv"vjcv"ocp{"rgqrng"owuv"jcxg"ykujgf"vq"octt{"jgtÓ"
stating that North asked Òqpg"uwkvqt"vq"ngcxg"vjg"tqqo"cpf"vjgp"ujwv"vjg"fqqt"dgjkpf"
jkoÓ"]Rqpuqpd{"4224<"r037_0"Vjgtg"ygtg"rqnkvkecn"tcokhkecvkqpu"cvvcejgf"vq"octtkcge 
fgurkvg" ÒXkevqtkcp" yqogp" ]È_" making unparalleled advances, socially and 
rqnkvkecnn{Ó"]Uyggv"4223<"r03:3_0"Uwucp Morgan, writing in Recollections of a Happy 
life Being the Autobiography of Marianne North." uwiiguvu" vjcv" Òwpnkmg" ocp{"
Xkevqtkcp"yqogp." kpenwfkpi" tkej"qpguÓ"Pqtvj" Òjcf"pq"rtcevkecn" kpegpvkxgu" vq"octt{Ó"
dgecwug" Ò]p_qv" qpn{" fkf" ujg" kpjgtkv" rngpv{" qh" oqpg{Ó. ujg" ycu" cnuq" Òhtgg" htqo"
entangling family obligations, free to follow her own inclination, which was to go to 
interesting places and meet interesting peopng" cpf" rckpvÓ" ]Oqticp" 3;;5<" r0zx]. 
Furthermore, as the daughter of a widowed father, Òshe spent approximately fifteen 
years enjoying the position of being the female hecf" qh" cp" kortguukxg" jqwugjqnfÓ"
[Morgan 1993: p.xv]. What is more, North grew up well before 1882 when The 
Mattkgf" YqogpÓu" Rtqrgtv{" Cev" qh" 3:92 was put in place [Morgan 1993: p.xv]. 
Victorian Britain is generally remembergf" cu" c" vkog" yjgp" yqogpÓu" nkxgu were 
Òugxgtgn{" rqnkegf" cpf" ektewouetkdgfÓ" cpf" Ò]r_quv-Victorian culture has been 
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inexpressibly keen to dwell upon images of women housebound by stern husbands 
restricted by forbidding social codesÓ" ]Uyggv" 4223<" r0399_0" Vhe nineteenth century 
was a time during which women of social standing found their political voices and 
won property rights [Sweet 2001: p.177]. However, these rights were not given over 
uncontested, but were won through many years of extensive campaigning by women. 
One by one, North saw her sisters marry. Her half sister Janet married Dr. Kay 
Òvjg" itgcv" gfwecvkqpcnkuvÓ" ]Pqtvj" 3:;4c<" r033_" yhile Catherine married John 
Addington Symonds (1840-1893) [North 1892a: p.34]. This latter marriage may not 
have been a steady or traditional one, however, since Addington Syoqpfu"ycu" Òcp"
cnngigf"dkugzwcnÓ0 This rumour may have started after Addington Symonds wrote A 
Problem in Greek E thics in 1883, devoting much energy in his writings toward Òukipu"
qh"WtcpkuoÓ" ]Uyggv" 4223<" r0423_." c" eqfgf" vgto" hqt" jqoqugzwcnkv{0"Pqtvj"oc{" pqv"
have known about these allegations, since she found works by Addington Symonds to 
dg"Òvqwij"dqqmuÓ"vjcv"Òuqog"{qwpigt"ogp"vjkpm"jctf"tgcfkpiÓ"]Pqtvj"3:;4d<"r0436_0"
However, North could quite easily have chosen to be ignorant for the sake of family 
rtkfg"cpf"jgt"ukuvgtÓu"octtkcig0" 
           Female sexuality escaped regulation due to changes to an amendment to the 
criminal law on homosexual behaviour in England by Queen Victoria (1819-1901). 
Vjg" Swggp" tghwugf" vq" ukip" vjg" cogpfogpv" wpvkn" Òcnn" tghgtgpegu" vq" yqogp" ygtg"
tgoqxgfÓ."vjgtgd{"etgcvkpi"c"rgthgev"uoqmguetggp"hqt"ngudkcp"tgncvkqpujkru"dgecwug"qh"
c"Òeqpuvkvwvkqpcn"korquukdknkv{Ó"]Uyggv"4223<"r03;;_0 North never chose to broach the 
subject of her own sexual inclinations in public. 
         North did however display signs of real affection toward a male associate, Dr. 
Dwtpgnn." c" Ucpumtkv" uejqnct." hqt" yjqo" Pqtvj" rtqfwegf" rckpvkpiu" qh" Jkpfw" Òucetgf"
rncpvuÓ"that are set within the alcove of the second room within the North gallery. The 
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project was to be a book. North wrote to Burnell on February 5, 1878, abowv"Òvjg"dguv"
way of printing [it] kp" eqnqwtÓ" ]Pqtvj 1878: (MN/1/1 Letters to Dr. Burnell]. North 
admitted to trying copper etching, taking lessons from a Mr. Edwin Edwards (1823-
1879) who had illustrated the old inns of England [North 1892b: p.191]. However, no 
other records of this activity exist. This is almost certainly because the planned book 
never materialised. North did ask about the progression of the project, but feared 
being snubbed by Burnell deciding to write casually ÒfqpÓv"jwtt{" {qwtugnh" ]È_" vjg{"
oc{"dg"fqpg"kp"vkogÓ"]Ujghhkgnf"4223<"r0349_0"Jqygxgt."vjtgg"{ears later Burnell was 
dead at forty-two from an inflammation of the lungs bought on by a Òchill in 
JcorujktgÓ" ]Ujghhkgnf" 4223<" r0349_0" PqtvjÓu." ngvvgtu" vq" Dwtpgnn" ctg" qhvgp" vgpfgt" kp"
their wording. In a letter dated February 26,
 3:9:."ujg"ytkvgu."ÒK"jcxg"hqwpf"pq"qpg"{gv"
in India who talks as you do & very seldom meet anyone who takes interest in 
cp{vjkpi"jgtgÓ"cpf" ÒI am always getting some of your plants done & I shall get them 
all in time I long to read your book about them＿yjgp"{qw"ctg"qp"vjg"oqxg."ecpÓv"{qw"
get a new photograph done of yourself I want one very much as you really are, with 
long hair below your ears & deep sunken eyes no beauty, but something different 
htqo" qvjgtuÓ" ]Pqtvj" 3:9:: (MN/1/1) Letters to Dr. Burnell]. North also writes to 
Burnell of her feelings towards marriage, in a letter dated January 20, 1878, she warns 
him:  
[n]ever fear, you will fall a victim to some clever mother-inÎlaw in time! 
And be tied to a croquet Î badminton young person in high heeled boots 
and no end of nervous gentility Î it is a terrible experiment matrimony 
for a man especially, as a woman is something like your cat and gets to 
like the person who feeds her and the house she lives in- but men if they 
have brains have a romantic idea of companionship in their wife and then 
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discover they have no two ideas in common, - after the first prettiness 
have lost their charm Î I pity you in advance when that stage comes! And 
I pity the poor wife too when she finds herself snubbed, and only a sort 
of upper servant to be scolded if the pickles are not right Î and then she 
will have to amuse herself by flirting with the most brainless of the male 
croquet badmingtons Î and then you will lock yourself up and sulk and 
vjkpm" kv" kupÓv" {qwt" hcwnt, and wish yourself free again [North 1878: 
(MN/1/1) Letters to Dr. Burnell]. 
PqtvjÓu"utatements reveal real concerns regarding loss and the fear of marital rejection 
as well as the isolation that follows, with its accompanying sense of entrapment, 
hopelessness and claustrophobia. North also showed concern over the extreme lengths 
Americans went to concerning marriage and divorce. During her visit to the USA in 
the 1870s, she states vjcv"Òfkxqtegu"ygtg"uq"eqooqp"vjcv"c"ncy{gt"yqwnf"fq"vjg"vjkpi"
cjgcrn{" d{" vjg"fq¦gpÓ"cpf"fguetkdgf"qpg"yqocp pointed out to her as having been 
Òfkxqtegf"gkijv"vkoguÓ"]Pqtvj 1892a: pp.76-77].  
          North, like many single women in the nineteenth century, need not have been 
celibate however. Despite prostitution being rife, leading to the Contagious Diseases 
Acts of 1864-1886, casual sex for both men and women of all classes and distinctions 
was, according to Matthew Sweet in Reinventing the Victorians, very much available. 
There were many places one could go to find casual partners. The Cremorne, a 
pleasure garden on the Chelsea embankment, was between the years 1846-1877 Òone 
qh"vjg"dwukguv"etwkukpi"itqwpfuÓ"kp"Nqpfqp"]Uyggv"4223<"r0435_0"In spite of this many 
spinsters were not free agents. Women with no family responsibilities were thought of 
as ideal candidates to nurture the larger society. It was thought that charity work, 
philanthropic concerns, education or nursing were admirable occupations for these 
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women, because they were being useful. Indeed, North toyed with the idea of joining 
her old-friend Marie Hillebrand as a nurse [Sheffield 2001: p.84]. 
PqtvjÓu" fkctkgu" rtgugpv" c" fcwijvgt"yjqug" hcvjgt"ycu" vjg" tgcn" nqxg" qh" jgt" nkhg0"
Notvj"ytkvgu."Òhtqo"hktuv"vq"ncuv [he was] the one idol and friend of my life, and apart 
htqo"jko"K"jcf"nkvvng"rngcuwtgu"cpf"pq"ugetgvuÓ"]Pqtvj 1892a: p.5]. In May 1854, her 
father again became M.P. for Hastings after the death of a Mr. Brisco [North 1892a: 
r04;_0"Vjg"hqnnqykpi"{gct"qp"vjg"Lcpwct{"39."3:77."PqtvjÓu"oqvjgt"fkgf0"Pqtvj."ytkvgu"
of her mqvjgtÓu" itcfwcn" fgokug" cu" qpg" fwtkpi which she did not suffer, but also 
declared that she jcf"Ògplq{gf"pqvjkpi."cpf"jgt"nkhg"ycu"c"ftgct{"qpgÓ0"Ujghhkgnf"uvcvgu"
vjcv"Pqtvj" hqwpf" jgt" oqvjgt" ÒkpuwhhgtcdngÓ0"Pqtvj" crrctgpvn{" Òjcf" nkvvng" tgurgev" hqt"
yjcv"ujg"rgtegkxgf"vq"dg"jgt"oqvjgtÓu"fqoguvkekv{Ó."hkpfkpi"jgt"nkhg"vq"dg"Òfwvkhwn"cpf"
non-fguetkrvÓ [Sheffield 2001: p.78]. North wrote to her friend Amelia Edwards11 
(1831-1892+." uvcvkpi" vjcv" jgt" oqvjgt" ycu" Òxgt{" dgcwvkhwn" dwv" nkvvng" gfwecvgf" ]È_" K"
mpgy" nkvvng"qh"jgtÓ0"Ujg"cnuq"ytkvgu" vjcv" jgt" Òhcvjgt"ycu"cnn" kp" cnn" vq"og."(" ujg" ]jgt"
mother] more or less jealous, was devoted to my brother [Charley] ]È_."cffkpi" Òcv"
ncuv"o{"oqvjgt"fkgfÓ"cpf"ÒK"jcf"uvknn"oqtg"vq"fq"hqt"jkoÓ"]Ujghhkgnf"4223<"r09:_0"Wrqp"
her oqvjgtÓu"fgcvj North made a promise, agreeing to never leave her father [North 
1892a: pp.29-30].  
It was at this time that Mr. North and his daughter took a flat in Victoria Street 
London in order to make a new home [North 1892a: p.30]. North recalled riding to 
Chiswick Gardens with her father to collect specimens of flowers to paint as well as 
visits to Kew Gardens. It was during one of her visits to Kew that she first met Sir 
William Hooker who gave her a hanging bunch of the Amherstia nobilis, which he 
enckogf"vq"dg"Òqpg"qh" vjg"itcpfguv"hnqygtu" kp"gzkuvgpegÓ0"Qp"uggkpi"uwej"cp"wpwuual 
                                               
11 Amelia Edwards was a traveler, Egyptologist and novelist [Sheffield 2001: p.83]. Her travel writings 
include A Thousand miles up the Nile of 1876. 
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dnqqo."Pqtvj"ytqvg."vjcv"kv"ocfg"jgt"Ònqpi"oqtg"cpf"oqtg"vq"ugg"vjg"vtqrkeuÓ"]Pqtvj 
1893a: p.31]. NorthÓu"tgncvkqpujkr"ykvj"jgt"hcvjgt can be seen as highly significant. As 
Sheffield argues with reference to Linda Boose, c" fcwijvgtÓu" Òtgncvkqpujkr" vq" vjg"
world bg{qpf" jgt" hcvjgtÓu" jqwugÓ" eqwnf" uwrrqtv" Òc" Xkevqtkcp" yqocpÓu" kpvgnngevwcn"
devenqrogpvÓ" cpf." ooreover, that c" Òfcwijvgt"yjq" ku" enqug" vq" jgt" hcvjgt" ]È_"oc{"
dgpghkvÓ" htqo" Òuwej" c" tgncvkqpujkrÓ" cpf" pqv" jcxg" vq" Òucetkhkce the roles of wife and 
oqvjgt" eqorngvgn{Ó [Sheffield 2001: p.76]0" PqtvjÓu" ejqkeg" pqv" vq" octt{" qt" dgct"
ejknftgp"ogcpv"vjcv"ujg"Òhkton{"cempqyngfigf"vjg"yqtvj"qh"jgt"tgncvkqpujkr"ykvj"jgt"
hcvjgt" dqvj" qp" cp" goqvkqpcn" cpf" cp" kpvgnngevwcn" ngxgnÓ" ]Ujghhkgnf" 4201: p.79]. 
Furthermore, any conflict created by the Òfguktg" qh" vjg" hcvjgt" vq" dqvj" tgvckp" cpf"
separate from his daughter and between the relatively powerless daughter who is torn 
dgvyggp"nq{cnv{"]È_"cpf"nqxgÓ"eqwnf"dg"tgeqpekngf"d{ the daughter remaining at home 
cpf"cu"Òc"ejknf"kp"jer relationship with her fatherÓ. Under such circumstances all that 
the daughter could do was to Òyckv" wpvkn" jgt" hcvjgt" fkgu" vq" dgeqog" c" ugzwcn."
rtqetgcvkxg."cfwnv"yqocpÓ"]Ujghhkgnf"4223<"r098_0" 
       On losing his seat in 1865, NorthÓu father decided to travel east with North, first 
to Trieste and then onto the Adriatic xkc" ÒSpalatroÓ (Spilt), Ragusa and ÒEcvvctqÓ"
(Kotor), passing eleven days in quarantine in the harbour at Corfu. After this, they 
ventured to Damascus, spending Christmas on a Nile boat, before moving on to Syria 
in the Spring of the following year. North and her father returned to London in the 
summer of 1866, after which they travelled back to Hastings to devote time to their 
ictfgp." dwknfkpi" Òvjtgg" incuu-houses: one for orchids, another for temperate plants, 
cpf" cpqvjgt"swkvg"eqqn" hqt"xkpgu"cpf" ewvvkpiuÓ" ]Pqtvj 1892a: p.35]. This was a task 
North clearly enjoyed, constantly moving Òhtqo" fcor" vtqrkecn" jgcv" vq" eqnf"Gpinkuj"
gcuv" ykpfuÓ" ]Pqtvj" 3:;4c<" r057_0" Kv" yas anoquv" egtvckpn{" PqtvjÓu" hcvjgt" yjq"
46 
 
introduced her to the practical study of plants cu"vqigvjgt"Òvjg{"ngctpgf"cdqwv"rncpvu."
hunted for rare varieties of them, painted them anf"itgy"vjgoÓ"]Pqtvj"3:;5<"r0zxkk]. 
According to Ponsonby, North had no formal education in botany, but learned about 
plants from the Òenqug" cuuqekcvkqpÓ with her father cu"ygnn" cu" tgcfkpi" Òc" itgcv" fgcn"
cdqwv"vjg"uwdlgev.Ó"]Rqpuqpd{"4224<"r035_0 
Kp"3:8:"PqtvjÓu" hcvjgt" nquv"jku" nctig"oclqtkv{ after his being petitioned by the 
qrrqukvkqp"rctv{"qxgt"c"dtkdgt{"uecpfcn0"Pqtvj"ytqvg"Ò]k_v"ycu"oquv"icnnkpi"]È] poor 
qnf" hcvjgt" ]È_" jcf" dggp" cnn" jku" nkhg" hkijvkpi" cickpuv" dtkdgt{Ó" ]Pqtvj" 3:;4c<" r059_0"
North also wrote oh"jgt"hcvjgtÓu"itqykpi"and of her own impending deafness, through 
which kp"ncvgt" nkhg"Òuqog"jctuj"xqkeguÓ"icxg"jgt"Òrqukvkxg"rckpÓ"]Pqtvj 1892a: pp.31-
32]. On August 4, 1869, North and her father decided to embark on yet another trip 
abroad, this time to Salzburg [Ponsonby 2002: p.15], from where after a few days rest 
they moved on to Gastien, igvvkpi"hcoknkct"tqqou"cv"vjg"JktuejÓu"jqvgn0"PqtvjÓu"hcvjgt"
then ugv"cdqwv"rncppkpi"c"ycnm"Òqxgt"vjg"jknnu"vq"Jgknigpdnwv [in] eiijvggp"jqwtuÓ0 
Father and daughter first Òygpv" wr an Alp 3000 feet above Gastien [to] try 
[their] rqygtuÓ [North 1892a: pp.37-38]0"Pqtvj"tgeqwpvu"vjcv"jgt"hcvjgt"Òecog"dcem"uq"
well that he went up another hiln" vjg" pgzv" fc{Ó." ngcxkpi" Pqtvj" vq" tguv= this time, 
however, the walk was too much for him. Pqtvj" tghgtu" vq" Òjku old diugcugÓ" ]Pqtvj"
1892a: pp.37-5:_."Òeqpiguvkqp" kp"qpg"qh"jku" nwpiuÓ"]Ujghhkgnf"4223<"r0:3_."cu"ygnn"cu"
of having to go down to Salzburg to find a doctor who advised them to return home to 
England. North writes that on their return journey via Munich her fathet" Òcttkxgf" kp"
the greatest state of sufferkpiÓ" ]Pqtvj" 3:;4c<" rr059-38]. After returning home to 
Engncpf."PqtvjÓu" hcvjgt"fkgf"qp October 29 [Ponsonby 2002: p.15]. North writes of 
jgt" hcvjgtÓu"Òrctvkpi"yqtfu.Ó"wukpi"jgt" hcokn{"rgv"pcog"qh"ÒRqrÓ0"Jg"cumgf"jgt for a 
kiss and told hgt"jg"ycu"Òqpn{"iqkpi"vq"unggrÓ= but he never woke up. North writes, he 
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Ònghv"og" kpfggf"cnqpgÓ"cpf" ÒK"ykujgf" vq"dg"uq."K"eqwnf" pqv"dgct" vq"vcnm"qh" jko"qt"qh"
cp{vjkpi"gnugÓ"]Pqtvj"3:;4c: p.38].  
North left Hastings forever, and placed her affairs into the hands of a Mr. Hunt 
of Lewes. North, embarked upon a trip to the Riviera and Sicily in the summer of 
1870. Her family servant, Elizabeth accompanied her [North 1892a: p.38], but it was 
not a success0"Pqtvj"Òycpvgf"vq"dg"cnqpg"cpf"ycu" increasingn{"kttkvcvgf"d{"Gnk¦cdgvjÓ"
and Elizabeth for her part Òlwuv" ycpvgf" vq" igv" jqogÓ" ]Rqpuqpd{" 4224<" r037_0"
Thereafter, North returned to take up life alone in Victoria Street [North 1892a: p.38]. 
In 1871, North visited the United States of America, embarking upon her first visit to 
the country of which she had dreamed when accompanying her father at Rougham. 
North then moved onwards, travelling to and painting in the Tropics, beginning a life 
style she would make her own. North had been watching and learning from her father 
yjq"jcf" Òrtqxkfgf"jgt"ykvj" vjg"qrrqtvwpkv{" vq" ngctp"jqy" vo travel in non-European 
ncpfuÓ [Sheffield 2001: p.83].   
                PqtvjÓu"vtcxgnu" vjtqwijqwv"vjg"Dtkvkuj"Gorktg"Òpggfgf"pq"rcuurqtv"cpf"vjg"
only bureaucracies she encowpvgtgf"ygtg"rquvcn"engtmu"cpf"dcpmgtuÓ0"Ujg"Òecttkgf"ykvj"
her Òngvvgtu"qh"kpvtqfwevkqpÓ"vq"iqxgtpogpv"qhhkekcnu cpf"htkgpfu"qh"jgt"ektengÓ"]Vkpnkpi"
1989: p.204]. After her visit to the United States, North was able to visit the West 
Indies in 1871-72 and Brazil in 1872-73 through letters of introduction that she had 
received from Charles Kingsley (1819-75).
12
 Pqtvj" uvcvgu" vjcv" Mkpiung{Óu" dqqm" At 
Last, ycu"tgurqpukdng"hqt"Òcffkpi"hwgn"vq"vjg"dwtpkpi"qh"o{"tcig"hqt"uggkpi"vjg"vtqrkeuÓ"
[North 1892a: p.39]. Kingsley presented natural history as a Òrwtkhkecvkqp"qh"vjg"g{gÓ"
cpf" jg" ycu" jgcxkn{" kphnwgpegf" d{" vjg" kfgcu" qh" Twumkp" vjcv" kpxqnxgf" Ògngogpvu" qh"
                                               
12 Kingsley, an Anglican canon of Chester Cathedral, was part of the Victorian movement that focused 
qp" Òugnh-kortqxgogpvÓ" cuuqekcvgf" ykvj" Òngkuwtg" vkogÓ" cpf" Òvjg" ncpiwcig" qh" ugnh" kortqxgogpvÓ0" Vjku"
movement had its roots in the idea of leisure as a source of redemption as opposed to its perception as a 
Ònkvvng"yqtnf"qh"xcpkv{"cpf"ugnh-kpvgtguvÓ"]QÓIqtocp"4222<"r036:_0 
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poetry, prophecy, and religion-cnn" kp" qpgÓ" ]QÓIqtocp"4222<" rr036:-9]. These ideas 
would go on to influence views on nature painting in the UK, and the US. North 
would also gain introductions from William and Joseph Hooker, including letters to 
the then Rajah and Rani of Sarawak, [Charles and Margaret Brookes] (Malaysia). 
Jqygxgt."fgurkvg"dgkpi"Ògpvgtvckpgf"kp"Iqxgtpogpv"tgukfgpegu"qt"rcnceguÓ, Ponsonby 
uvcvgu" vjcv"Pqtvj" vjqwijv" Òpqvjkpi"qh" hkpding her own way to totally out-of-the-way 
places, staying in the most primitive accommodation or experiencing the most diverse 
and often uncomfortable and dangerous forms of trapurqtvÓ" ]Rqpuqpd{"4224<" r039_0"
While in Tenerife in 1875-77, North wrote of sleeping in an old house kp" c" Òitgcv"
barn-nkmg"tqqoÓ"vjcv"jcf"Òjgcru"qh"rqvcvqgu"cpf"eqtp"uygrv"wr"kpvq"vjg"eqtpgtu"qh"kvÓ0"
North was to sleep upon a stretcher-bed ykvj" Òeqemu"cpf"hens roosted on the beams 
qxgtjgcfÓ"from where she could hear a Òfqpmg{"cpf"qvjgt"dgcuvu"owpejkpi"vjgkt"hqqf"
cpf" upqtkpi" dgnqyÓ=" fgurkvg" vjku" Pqtvj" jcf" d{" jgt" qyp" cfokuukqp." Òc" xgt{" nctig"
cnnqycpeg"qh"iqqf"unggrÓ"]Pqtvj"3:;4d<"r03;7_0 
PqtvjÓu" yqtmkpi" vtkru abroad involved the exotic and the tragic. In the 
Seychelles in 1883, ujg"ytkvgu"qh"Ògzswkukvg"vwtswqkug"etcdu"ykvj"tgf"ngiuÓ"vjcv"gzekvgf"
her so much that on seeing them she dropped her bag and Òuetgcogf"ykvj"yqpfgtÓ0"Kp"
contrast, North writes of the leper camp yjgtg"kpocvgu"ygtg"Òpq"nqpigt"eqorgnngf"vq"
iqÓ" dwv" uvknn" tgockpgf" cpf"ytqvg" eqorcuukqpcvgn{" qh" c" vkog"yjgp" vjg" ecor"ycu" uq"
crowded that the leapers were buried without coffins. According to North, the lepers 
had such a horror of this vjcv" vjg{"ecog"vq"vjg" kuncpf"fgnkdgtcvgn{" kp"qtfgt"vq"Òocme 
gpqwij" oqpg{" vq" dw{Ó" c" eqhhkp and that vjg{" Òyqtmgf" cpf" dgiigf" vknn" vjg{" jcf"
uweeggfgfÓ"]Pqtvj"3:;4d<"rr04:7-4;7_0"PqtvjÓu"ytkvkpi"ycu"vq"dg"rgrrgtgf"d{"tgrqtvu"
of the peoples and of the surrounding flora and fauna on her trips abroad, sometimes 
disparaging and sometimes compassionately. PqtvjÓu" fkuvcuvg" hqt" vjg" wrrgt" classes 
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that had developed since she was a child, extended into her adult life. North was often 
upset by bureaucrats and powerful people alike, and in a letter to Dr. Burnett dated 
February 26,
 
1878 ujg"ytqvg"qh"Òiqxv"Jqwug"uvqtkguÓ"cpf"qh rejoicing in not belonging 
vq" Òdki" rgqrngÓ ]Pqtvj" 3:9:<" *OP1313+" Ngvvgtu" vq" Ft0" Dwtpgnn_0" PqtvjÓu own 
confidence grew. Coupled with the prestige of a good family name, it enabled her to 
name four species of plants giving her own name meaning and gravitas [Rose 2001: 
pp.70]. 
North had become a plant hunter; a risky pursuit ykvj" Òocp{" eqnngevqts 
[expiring] kp" vjg" hkgnfÓ" ]U{pig 1990: p.57]. In 1884, North wrote of searching for a 
Òdnwg"Rw{cÓ" kp"Ejkng where she organisgf"c"Òiwkfg"cpf"c"jqtug"cpf"uvctvgf"wr"vq"vjg"
oqwpvckpuÓ0"Qp"finding their way blocked, they tied up the horses cpf"Òrtqeggfgf"qp"
hqqv"kpvq"vjg"enqwfuÓ0"Pqtvj"fguetkdgu"vhe clouds as so thick that at one time ujg"Òeqwnf"
pqv"ugg"c"{ctfÓ"dghqtg"jgt0"Pqtvj"ycu"vq"dg"tgyctfgf"yjgp"vjg"okuvu"engctgf"cpf"vjg"
flowers, Òuvcpfkpi" qwv" nkmg" ijquvu" cv" hktuvÓ, tgxgcngf" vjgkt" Òhwnn" dgcwv{" qh" eqnqwt" cpf"
hqto" kp" gxgt{" uvcig" qh" itqyvjÓ0" Pqtvj" rtqenckogf" vjcv" ÒK" tgcejgf" c" pgy"yqtnf" qh"
yqpfgtuÓ" ]Pqtvj"3:;4d<"r0538_="yqpfgtu" vjcv"Pqtvj"yqwnf" vjgp go on to present to 
the British public through her paintings, initially at the Pall Mall Institute, where 
North first exhibited, and then, following the favourable reception of her work, at a 
self-built gallery set within Kew Gardens [North 1879-1896: M/N /1/4: Kew North 
Gallery].
13
 
 
 
 
 
                                               
13 At the time, Kew Gardens was part of the Pall Mall institute [Farley 2009]. 
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Chapter One 
 
The M arianne North Gallery 
 
Every person interested in horticulture, botany, and art will join with Sir Joseph 
Hooker in hggnkpi"ÐitcvghwnÑ"vq"Okuu"Pqtvj"hqt"jgt"hqtvkvwfg"cu"c"vtcxgngt."jgt"vcngpv"
and industry as an artist, and her liberality and public spirit. Î [1882: pp. 763-765]  
 
The Marianne North Gallery was opened to the public at the Royal Botanical Gardens 
in Kew on 7 June 1882.
14
 On Saturday 10 June the IctfgpgtuÓ"Ejtqpkeng included an 
ctvkeng"qp"vjg"qrgpkpi"qh"vjg"icnngt{"uvcvkpi"vjcv"Òvjgtg"ctg"kp"vjku"wpkswg"eqnngevkqp"pq"
less than 627 oil paintings of plants, and landscapes in which plants form a prominent 
partÓ" ]The Chronicle 1882: pp.763-765]. The Chronicle also reported that in the 
icnngt{Óu"ceeqorcp{kpi"ecvcnqiwg"wpfgt"vjg"ngvvgt"ÒCÓ"vjgtg"ygtg"Òpq"hgygt"vjcp"325"
gpvtkgu"qh"rncpv"pcoguÓ"cpf"Òkv"ku"pq"gzciigtcvkqp"vq"uc{"vjcv"c"xkukv"vq"vjku"eqnngevkqp"qh"
picvwtgu"]È_"ikxgu"vjg"xkukvqt"cp"qrrqtvwpkv{"qh"ceswktkpi"c"iqqf"kfgc"qh" vjg"pcvwtcn"
vegetation of the gtgcvgt" rctv" qh" vjg" yqtnfÓ" ]The Chronicle 1882: pp.763-765]. 
PqtvjÓu" korqtvcpeg"cu"c"dqvcpkuv"ycu"cnuq"cempqyngfigf"ykvj"vjg"tcpig"qh" hnqtc"ujg"
had discovered being nkuvgf"cnqpiukfg"vjg"uvcvgogpv."Òvjgtg"ctg"ugxgtcn"jcpfuqog"cpf"
remarkable plants here represented that are at present unknown both in gardens and 
                                               
14 The North gallery was extended, with building work planned between 1884 and 1886. The extension 
was completed in 1885 and the Gallery re-opened to the public in 1886 [Farley 2011]. PqtvjÓu"ngvvgtu"to 
W.B. Hemsley of June 27, 1882, reveal that she was already contemplating an extension to the gallery 
and that it would most likely be built kp"vjg"eqwtv"cv"vjg"dcem"qh"vjg"icnngt{."yjgtg"Òvje sacred plants 
ctgÓ. North was to consult with Fergusson about the project that very morning. She also refers to 
visiting the gallery and that it looked Òuq"pkeg"("hwnn"qh"rgqrngÓ"]Pqtvj"3::4-1883: Hemsley Letters Vol 
2]. 
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jgtdctkcÓ"]The Chronicle 1882: pp.763-767_0"Kpfggf."cv"vjg"vkog"qh"vjg"Pqtvj"icnngt{Óu"
opening, some of the species painted by North had not yet been named by science. 
PqtvjÓu"rckpvkpiu"ygtg"fguetkdgf"d{"vjg"Chronicle cu"Òcp"cflwpev"vq"c"dqvcpkecn"
ictfgpÓ." cpf" ygtg" eqorctgf" hcxqwtcdn{" vq" qvjgt" hqtou" qh" dqvcpkecn" knnwuvtcvkqp."
yjkej." kv" ycu" ctiwgf." Òugnfom or never give life-like representations of plant life, 
jcdkv." cpf" pcvwtcn" uwttqwpfkpiuÓ0" Vjg" fkurnc{" qh" rckpvkpiu" cv" vjg"Pqtvj" icnngt{"ycu"
fguetkdgf"cu"c"Òpqdng"eqnngevkqp"qh"qkn-eqnqwt"umgvejguÓ."yjkej"jcf"dggp" Òfcujgf"qhh"
with such bold and truthful drawing and colouring that the fruits themselves seem to 
be before thg"xkukvqt" kp"c" nkxkpi"uvcvgÓ"]The Chronicle 1882: pp.763-765]. Moreover, 
the Chronicle eqpukfgtgf" vjcv" vjg" xgtkukoknkvwfg" qh"PqtvjÓu"yqtm"ycu" uwej" vjcv" pqv"
only would botanists be able to name nearly all the plants represented, but zoologists 
and entomologists would be able to identify the numerous birds, animals and insects 
that were featured alongside them.  
Cv"vjg"vkog"qh"vjg"Pqtvj"icnngt{Óu"qrgpkpi."kvÓu"fkurnc{"qh"rckpvkpiu"ycu"fkxkfgf 
up into the following geographical groupings: Tenerife, Brazil, Jamaica, the United 
States, California, Ceylon, India (with a series of sacred plants of the Hindus), 
Singapore, Borneo, Java, Japan, New Zealand, and AustraliaÏthe Australian and 
New Zealand sketches being the most recent additions. As the Chronicle makes clear, 
ykvjkp"vjg"Pqtvj"icnngt{"Òc"itgcv"pwodgt"qh"vkodgt"vtggu"ctg"rqtvtc{gf."cpf"vjg"yjqng"
dado of the room is made up of polished specimens of the woods derived from the 
trees sketched abqxgÓ"ykvj"Ògcej"gzcorng"qh"yqqf"]È_"pcogfÓ"]The Chronicle 1882: 
pp.763-765]. 
Vjg"ecvcnqiwg"vq"vjg"icnngt{"jcf"dggp"fgnkdgtcvgn{"Òewv"wr."htcogf"cpf"inc¦gf"kp"
pages, and hung under the pictures, so that every person who desires to see and learn 
may do so ]È_"ykvjqwv" vjg" gzrgpfkvwtg" qh" c" rgpp{Ó" ]The Chronicle 1882: pp.763-
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765].
15
 The writer of the article for the Chronicle also stated that in the centre of the 
icnngt{Óu" ockp" tqqo" oqwpvgf" qp" c" ogvcnnke" vcdng" ycu" c" nctig" ocr" qh" vjg" yqtnf"
illustrating the distrkdwvkqp" qh" xgigvcvkqp=" Òc" oquv" gncdqtcvg" cpf" jkijn{" hkpkujgf"
ycvgteqnqwt" ftcykpi" d{" Ot0" Vtgncypg{" UcwpfgtuÓ0" PqtvjÓu" kpvgpvkqp" qh" rncekpi" Òc"
ukoknct"dwv"nctigt"ocr"rckpvgf"wrqp"vjg"egknkpiÓ"ycu"rgtegkxgf"vq be an excellent idea 
to be carried out at some point in the future [The Chronicle 1882: pp.763-765]. 
Visitors to the North gallery were therefore left under no illusions as to its intended 
purpose as a taxonomically ordered focus for secular-scientific display.  
The gallery building itself, which had been designed by James Fergusson F.R.S. 
(1801-1886), was, however, reported by the Chronicle somewhat disparagingly as 
dgkpi"Òtgcnn{"owej"vqq"uocnn" hqt" vjg"rkevwtgu"vq"dg"rtqrgtn{"uggp" kp＿c"tqqo"vyq"qt"
vjtgg"vkogu"vjg"uk¦g"qh"vjg"rtgugpv"qpg"ku"tgswktgfÓ"]The Chronicle 1882: pp.763-765]. 
Vjg"ucog"tgrqtv"ycu"gswcnn{"etkvkecn"qh"vjg"Pqtvj"icnngt{Óu"kpvgtkqt"fﬁeqt."uvcvkpi"vjcv"
Ò]y_g" ygtg" pqv" swkvg" rngcugf" ykvj" vjg" dki" cpf" jgcx{" encuuke" qtpcogpv" wpfgt" vjg"
cornice, and we think the shiny black frames ctg"vqq"uvtqpi"kp"eqnqwtÓ"]The Chronicle 
1882: pp.763-765] [See figure 14].  
PqtvjÓu" fgekukqp" vq" qhhgt" jgt" rckpvkpiu" hqt" rgtocpgpv" gzjkdkvkqp" cv" Mgy"ycu"
almost certainly influenced by visits there as a younger woman with her father, who 
was a friend of Sir William Hooker (1785-3:87+." vjg" ictfgpuÓ" vjgp" fktgevqt" ]Pqtvj"
1892a: p.31]. William Hooker had overseen the construction of the Museum of 
Economic Botany at Kew, during the late eighteen-forties. This museum, which 
accommodated a collection of textiles, drugs, gums, dyes and timbers accumulated by 
                                               
15 According to the IctfgpgtÓu"Ejronicle."vjg"Pqtvj"Icnngt{Óu"eatalogue was compiled by Mr. William 
Botting Hemsley along with a little hand book that sold for sixpeneg"eqpvckpkpi"Òall that Miss North 
Mpqyu"cdqwv"vjg"uwdlgevu"cpf"rncegu"rckpvgfÓ. Sir Joseph Hooker provided a preface for the catalogue. 
Other contributors included a Professor Oliver, Mr J.G. Baker, Mr. J.R. Jackson, Mr. F. Du Cane 
Godman and the Rev. Cambridge (who cuukuvgf"kp"vjg"pcokpi"qh"vjg"pwogtqwu"dktfu"rtgugpv"kp"PqtvjÓu"
paintings) [The Chronicle 1882: pp.763-765]. 
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Hooker over a quarter of a century or more, was originally housed in an pre-existing 
brick building situated in the Royal Kitchen Garden at Kew, the central room of 
which had been modified by the architect Decimus Burton (1800-1881), who also 
designed the vast Palm House at Kew in 1844. Burton included a skylight and a 
icnngt{"cu"ygnn"cu"hwtpkujkpiu"ykvj"inc¦gf"ycnn"cpf"vcdng"ecugu"hqt"JqqmgtÓu"owugwo0"
Vjg" owugwo" ycu" rgtegkxgf" d{" Jqqmgt" jkougnh" Òcu" eqorngogpvkpi" the living 
collections in the Gardens by exhibiting examples of productu" fgtkxgf" htqo" vjgoÓ"
[Desmond 1998: p.191]. In 1857 the museum was moved to a new location at the 
gcuvgtp"gpf"qh"vjg"rqpf"cv"Mgy."cv"yjkej"vkog"Òvjg"qtkikpcn"cttcpigogpv"qh"gzjkdkvu"dy 
eqooqfkvkguÓ" ycu" tgrncegf" d{" c" vczqpqoke" itqwrkpi with objects displayed in 
Òinc¦gf" ocjqicp{" ecdkpgvu" qp" vjg" vjtgg" hnqqtu" qh" yjcv" ycu" pqy" tghgttgf" vq" cu"
owugwo"3Ó016 Cnqpiukfg"cnn"qh"yjkej"Òhnqygt"rckpvkpiu."gpitcxkpiu"cpf"rqtvtckvuÓ"ygtg"
also hung. Further donations were made to the museum from time to time, including 
items from international exhibitions, such as one held at Kensington in 1862 that 
Òcffgf"cp"qwvuvcpfkpi"eqnngevkqp"qh"eqnqpkcn"vkodgtuÓ"vq"vjg"fkurnc{"]Fguoqpf"3;;:: 
p.193] [See figure 15].17 
                                               
16 The Museum of Economic Botany was originally a brick building in the Royal Kitchen Garden at 
Kew, which had previously served as a fruit store. The building was to be temporary home for 
JqqmgtÓu"eollection until another purpose-built structure could be erected. A replacement was built and 
opened in May 1857 [Desmond 1998: p.191]. The second site for JqqmgtÓu museum was chosen by Sir 
William Molesworth (later to become The First Commissioner in April 1885) and Sir Benjamin Hall, 
who insisted that the museum should be placed at the eastern end of the pond at Kew Gardens; a 
location that Hooker disliked but had to accept [Desmond 1998: p.191]. The buildingÓu"gzvgtkqt"ecog"
under criticism. Sir Joseph Paxton, designer of the Crystal Palace, thought that the builfkpi"Òtgugodngf"
a thirdÎtcvg" nqfikpi" jqwugÓ" kpuvgcf" qh" cp" Òelegant riposte to the dominating presence of the Palm 
JqwugÓ"]Fguoqpf"3;;:: p.193]. 
17 Yknnkco" JqqmgtÓu" Owugwo" qh" Geqpqoke" Dqvcp{" ycu" c" rtkpekrcn" dgpghkekct{" qh" vjg" fkurqucn" qh"
material from the Great Exhibition of 1851. It was also suggested that the entire structure of the Crystal 
Palace be relocated to Kew before its eventual removal to Sydenham [Desmond 1998: p.193]. At the 
end of the original exhibition of the Crystal Palace in October it had been Prince CndgtvÓu"kpvgpvkqp"vq"
use the proceeds of the exhibition, which totaled 186,000 pounds, to be given over to the Albertropolis 
scheme; a complex of museums to be built in South Kensington [Picard 2005: p. 275]. However, The 
House of Commons ordered that the funds should be dispersed by May 17, 1852. Consequently, the 
Crystal Palace Company was formed and declared the major share holder of the complex. Joseph 
Paxton was a share holder and the complex was promptly bought for cash, 70,000 pounds in total, and 
re-erected at Sydenham Hill, Norwood, six miles south of London [Picard 2005: pp. 277-278] to be 
used as a museum. 
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Tjg"kpvgtkqt"cttcpigogpv"qh"vjg"icnngt{"dwknv"vq"jqwug"PqtvjÓu"rckpvkpiu"cv"Mgy"
some twenty-five years later, with its atrium and first floor gallery, is similar in many 
tgurgevu" vq" vjcv" qh" JqqmgtÓu" owugwo018 Kpfggf." eqnqwt" rjqvqitcrju" qh" JqqmgtÓu"
museum from the nineteen-sixties, when it was still in existence (it has since been 
dismantled), reveal a space very close in size and design to the North gallery, with 
trestle tables in the centre of the room comparable in layout to the seating 
arrangements and framed paintings set out in the middle of the North gallery. In 
addition, the same photographs show the use by Hooker of black Japanned frames 
similar in design to those used by North. The collection of woods contained by the 
North gallery would also appear to echo the collection of woods by Hooker [See 
figure 16]. PqtvjÓu"rtgugpvcvkqp"qh"the woods was, however, as previously indicated, 
kpeqtrqtcvgf" kpvq" jgt" icnngt{Óu" fgukip" pqv" cu" c" itqwrkpi" qh" urgekogpu" dwv" kp" vjg"
architectural form of a dado. 
While the North gallery was at the time of its opening undoubtedly intended to 
act as a focus for scientific display, correspondence related to its construction shows 
that this intended function was, in the planning stage at least, far from being securely 
defined. Au"fqewogpvcvkqp"qh"gxgpvu" ngcfkpi"wr"vq"vjg"icnngt{Óu"eqpuvtwevkqp"tgxgcn."
vjgtg"ygtg"eqpvkpwkpi"eqpegtpu"qxgt"PqtvjÓu"ykuj"vjcv"kv"ujqwnf"chhqtf"xkukvqtu"ceeguu"
to refreshments. The parliamentary lords responsible for the conduct of public spaces 
                                               
18 PqtvjÓu"rtghgttgf"placing for the North Gallery was next to a deserted railway lodge opposite the 
Vgorgtcpeg"jqwug0"PqtvjÓu"preference ycu"dcugf"wrqp"jgt"qrkpkqp"vjcv"Òc"ujgnvgt"cpf"tguvkpi"rnceg"ycu"
needed in that part of the gardens for those who had toured the glasshouseuÓ"cpf"vjcv"vjgtg"yqwnf"dg"
Òcp"gpvtcpeg"icvg"pgct"vjg"icnngt{"ukvgÓ"]Dtgpcp"4224<"r09_0"Kp"jgt"ngvvgtu"Pqtvj"kpfkecvgf"vjcv"ujg"hgnv"
that the gallery could be a dry and warm venue in winter, and that the gallery might even have a 
Òctecfg" tqwpf" kv" yjkej"would be good shelter from rain hqt" vjg"ygct{" xkukvqtuÓ" ]Pqtvj" 3::4-1938: 
MN/2/3 North Gallery Letters]. At the site of the future North Gallery there was a lodge house that had 
been designed by William Eden Nesfield. The original function of this building was to be part of a 
railway station serving the Ògzvgpukqp"qh"vjg"Nqpfqp"cpf"Uqwvj"yguvgtp"tcknyc{"cv"MgyÓ. It was built 
with the Òegtvckpv{"qh"{gv"oqtg"xkukvqtu"vq"vjg"ictfgpuÓ0 The station was to have had a grand entrance, 
suitable for receiving Royalty. However, the railway never opened and the gravel path leading to the 
proposed station that had been laid from the gate to the Temperate house was grassed over and planted 
as an avenue of alternating deodars and Douglas furs [Desmond 1998: p. 234]. 
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in London were inclined, in the wake of the public success of the Great Exhibition of 
1851, to think in terms of the broader welfare of society and to accommodate such 
requests. Joseph Hooker (1814-1881), and the board of governors at Kew did not, 
however, share ip" vjku" xkgy" cpf" cnoquv" egtvckpn{" kphnwgpegf" vjg" nqtfuÓ" fgekukqp" vq"
qrrqug"PqtvjÓu"tgswguv"dgecwug"qh"a fguktg"vq"rtqvgev"MgyÓu"uvcpfkpi"cu"c"egpvtg"qh"
serious scientific study [North 1882-1938: MN/2/3 North Gallery Letters];
19
 a move 
that can be understood to have made the gallery into what might now be referred to as 
a contested space.  
The proposed use of the North gallery in part as a public tea room was almost 
certainly perceived to be problematic because it echoed what many on the board at 
Kew saw as a previous violation of the sanctity of science by the Great Exhibition of 
1851. The Kew dqctfÓu"qdlgevkqp"vq"vjg"ugtxkpi"qh"tghtgujogpvu"cv"vjg"Pqtvj"icnngt{"
was not simply about the refreshments themselves, but the way in which their 
availability threatened to alter the definition of the space from one of scientific 
gpnkijvgpogpv"vq"uqogvjkpi"cmkp"vq"vjcv"eqphgttgf"qp"vjg"Itgcv"GzjkdkvkqpÓu"Et{uvcn"
Palace [See figure 17], where a high-minded display of industrial arts had been made 
to take on an additional role as open public spectacle. Henry Cole (1808-1882), 
director of the Great Exhibition and overseer of the later development of the South 
Kensington Museum, had been determined that refreshment rooms would be made 
                                               
19 The legitimate function of Kew arose during the 1850s when successive Commissioners of works 
ruled that vjg"IctfgpÓu"jcf"vq"ecvgt"hqt"rngcuwtg"uggmgtu. At the time of Joseph HookerÓs appointment 
as Director of Kew Gardens, on November 1, 1865 a responsibility [of some twenty years standing] 
had been placed upon public institutions to contribute towards London Parks for the poorer inhabitants 
of London. Kew contributed in the form of seasonal flower beds. Hooker did not regard Kew as a park 
but as a scientific site that was non-recreational. Despite this belief, Kew had to spend money on public 
gates and conveniences and additional salaries for gatekeepers, police patrols and garden ornaments 
[Desmond 1998: pp. 228-452_0"Cu"c"eqpugswgpeg"qh"JqqmgtÓu"view that Kew Gardens was principally 
a site of scientific research, he was criticisgf"hqt"Òrncpvkpi"vtggu"gxgt{yjgtg."ucetkhkekpi"urcekqwu"ncypÓ"
[Desmond 1998: pp. 228-230]. Hooker wrote about this issue to Charles Darwin, stating that he was 
not going to give in and vjcv"jg" Òycu prepared to improve the Gardenu" gpqtoqwun{Ó" dwv" vjcv" Òkh" vjg"
ejctcevgt"qh"vjg"guvcdnkujogpvÓ"ycu"vq"Òiq"fqyp"qpg"kqvc."K"ujcnn"kpvkocvg"vjcv"K"qpn{"jqnf"vjg"rquv"ykvj"
a vkgy"vq"tgvktgogpvÓ"]Fguoqpf"3;;:: pp. 225].  
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available at both the Great Exhibition and at the South Kensington Museum; a request 
that Prince Albert (1819-1861)."ejcktocp"qh"vjg"vyq"eqookvvggu"Òrtqorvn{"crrtqxgfÓ"
[Bonython and Burton 2003: p.179].
20
 The availability of refreshments at the Great 
Gzjkdkvkqp" ycu" kpvgpfgf" vq" uwrrqtv" EqngÓu" xkgy" that the exhibition should present 
kvugnh" cu" c" dqqm." Òykvj" kvu" rcigu" cnyc{u" qrgp" cpf" pqv" ujwvÓ" ]Dqp{vjqp and Burton 
2003: p.183].
21
 
A letter from Hooker, dated November 7, 1879 indicates, that at some stage he 
may well have had candid words with North on the subject of the availability of 
tghtgujogpvu"cv" vjg"Pqtvj"icnngt{0"Jgtg"Jqqmgt"ytkvgu"vjcv"ÒOkuu0"Pqtvj"jcu" htcpmn{"
and unconditionally withdrawn her proposition as to the sale of refreshments in her 
rtqrqugf"icnngt{Ó."rqkpvkpi"qwv"vjcv"ujg"jcf"pqv"vcmgp" into consideration, the scale of 
rgtuqpu" vcmkpi" cfxcpvcig" qh" vjg" tghtgujogpv" tqqou" cpf" fgenctkpi." Ò]j_gt" xkgy"ycu"
simple that she w.d [sic] like to be able to obtain tea for herself and such as her 
friends as being particularly interested in her work w.d [sic] occasionally make a 
prolonged visit tq" jgt" icnngt{Ó]Pqtvj" 3:9;-1896: M/N/1/4: Kew. North Gallery 
Letters MF]. 
          JqqmgtÓu" qyp"qdlgevkqpu" vq" vjg" ugtxkpi" qh" tghtgujogpvu" cv" vjg"Pqtvj"Icnngt{"
can be viewed in relation to earlier problems he had faced during his time as director 
                                               
20 There were numerous refreshments on offer at the Crystal Palace including buffets with all kinds of 
pastries and several fountains of filtered water supplied with small drinking cups. There were also 
retiring rooms and washrooms available for a penny as well as free urinals. However, most visitors 
brought their own food as well as alcoholic drink. Some tickets did not allow re-entry. Consequently, 
many ate at the foot of the exhibits rather than settling to eat on the grass outside the Palace [Picard 
2005: pp.277-49:_0"JqqmgtÓu"eqpcerns for Kew were probably exacerbated by the expansion of the rail 
network throughout London and outlying districts, which made Kew accessible to what has been 
fguetkdgf"cu"Òc"oqtg"xctkgf"cpf"fkurctcvg"enkgpvgngÓ. As a consequence of this enhanced accessibility, 
the gardenu"ygtg" Òtcvgf" cu" qpg" qh" NqpfqpÓu"oquv" rqrwnct"cvvtcevkqpu" hqt" vjg" rqqt" qh" vjg"Gcuv"GpfÓ0"
Hooker was said to have been concerned with public interference in the maintaince of the grounds for 
botanical study [Desmond 1998: pp.234-235]. 
21After his death in 1885, Cole was widely celebrated for his achievements as a reformer of tastes and 
in particular with regard to his work in the construction of public spaces and the staging of public 
fkurnc{u" ]Dqp{vjqp"cpf"Dwtvqp"4225<"r04:4_0"EqngÓu"gzcorng"oc{"jcxg" kphnwgpegf"PqtvjÓu"fguktg" vq"
establish a gallery for her work at Kew. North had certainly been a visitor to the Crystal Palace in 1851 
and was a contemporary of other public developments instigated by Cole [North 1892a: p.26]. 
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at Kew. Matters concerning the relationship between Kew and the public often 
included dialogue with Parliament. On one occasion, at least, Hooker was accused of 
Òfgurqvke"dgjcxkqwtÓ"kp"vjku"tgictf0"Ukt"Vtgxqt"Ncytgpeg"c"Ogmber of Parliament for 
Burford Lodge, Dorking, and a ÒplantsmanÓ was concerned about the habitual 
rtqdngo"qh"MgyÓu"qrgpkpi"vkogu"vq"vjg"rwdnke."c"rtqdngo"vjcv"yqwnf"rnciwg"Jqqmgt"
vjtqwijqwv" jku" fktgevqtujkr0" Ncytgpeg" cppqwpegf" vjcv" Jqqmgt" ycu" Òhwnn" qh" yjcv I 
cannot but call inveterate prejudice on this swguvkqpÓ0"Ncytgpeg"crrctgpvn{"fgrnqtgf a 
tghgtgpeg" d{"Jqqmgt" vq" Òc" uycto"qh" hknvj{" ejknftgp" cpf"yqogp"qh" vjg" nqyguv" encuu"
]yjq_"kpxcfgf"vjg"IctfgpuÓ"cu"ygnn"cu"vjg"Òugtkqwu"ejctig"cickpuv"vjg"rgqrng"vjcv"vjgy 
tguqtvgf" vq" vjg" yqqfu" hqt" kooqtcn" rwtrqugu" kp" itgcv" pwodgtuÓ" ]Pqtvj" 3:9;-1896: 
MN/1/4: Kew. North Gallery MF]. 
In addition to being a contested space with regard to institutional concerns over 
the distinction between specialized secular-scientific display and open public 
spectacle, the North gallery can be understood to have played uncertainly across the 
boundary between secular-scientific concerns and the giving of artistic-aesthetic 
pleasure. In many respects, North presented herself as a woman whose outlook was 
aligned securely with scientific modernity. What is more, at the time of its opening 
the North gallery was clearly intended to act as a focus for display related to 
progressive scientific thought.
22
 
                                               
22 On the August 14, 3:9;."Pqtvj" cempqyngfigf"JqqmgtÓu" ceegrvcpeg" qh her proposal for a gallery 
ykvjkp"vjg"itqwpfu"qh"Mgy."uvcvkpi"vjcv"ujg"ycu"Òuq"incf"{qw"vjkpm"o{"rncp"hgcukdng"cnn"dwv"vjg"mgvvng"
boiling, which I must of course give up-vjqwij"tgnwevcpvn{Ó [North 1879-1896: MN/1/4: Kew. North 
Gallery MF]. Hooker approached the Lords concgtpkpi"PqtvjÓu"rtqrqugf"icnngt{"vjtqwij"c"fqewogpv"
hgcfgf"ÒVjg"uwdlgev"Okuu"PqtvjÓu"qhhgtÓ. and sub-vkvngf"ÒUgtxkeg"Mgy"Ictfgpu"350":60"35"3:9;Ó dated 
August 21, 1879. The office concernef"ykvj"vjg"qhhgt"ycu"ÒJ0O"qhhkeg"qh"yqtmu."32 Whitehall Place, 
Nqpfqp"U0YÓ0"Jqqmgt" ku" tgrqtvgf" ]ykvjkp" vjg" fqewogpv_" vq" jcxg" uwiiguvgf" vjcv" Òvjgug" rckpvkpiu"yf"
[sic] prove a most instructive & attractive addition to the collection now exhibited at Kew Gardens, and 
ku" uvtqpin{" qh" qrkpkqp" vjcv" vjg{" ujqwnf" dg" ceswktgf" cu" pcvkqpcn" rtqrgtv{Ó0" Vjg" ngvvgt" eqpenwfgu" vjcv"
PqtvjÓu"qhhgt"Òujqwnf"dg"ceegrvgf."gzegrv"uq"hct"cu"kv"tgncvgu"vq"vjg"uecng"qh"tghtgujogpvu<"kv"jcxkpi."chvgt"
frequent consideration been found impracticable on various accounts to permit the sale of refreshments 
kp" vjg"Tq{cn"IctfgpuÓ"Ct the bottom of the page it states that the letter is for the information of Sir 
Joseph Hooker and dated August 22, 1879, and that the secretary seen was J. Thiselton Dyer [North 
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The actual design of the North gallery [See figure 18] is, however, highly 
aestheticised, bringing together aspects of ancient Greek, Egyptian, Indian, Chinese 
and Japanese temple architecture as part of an ornate and eclectic layering of stylistic 
influences. The North gallery can therefore be understood to provide an uncertain 
ctejkvgevwtcn" htcogyqtm" ykvjkp" yjkej" vq" xkgy"PqtvjÓu" yqtm" that is neither wholly 
                                                                                                                                      
1879-1896: MN/1/4: Kew. North Gallery MF]. On the October 30, 1879 Hooker wrote a letter to A.B. 
Okvhqtf" eqpegtpkpi" jku" qdlgevkqpu" vq" c" tghtgujogpv" tqqo" ykvjkp" PqtvjÓu" Icnngt{0" Jqqmgt" kp" vjku"
gzejcpig"qh"ngvvgtu"uvcvgu"vjcv"jg"Òjcf"pqv"vjg"uocnnguv"kpvkocvkqp"qh"jgt"]PqtvjÓu_"rncpu"rtgxkqwu"vq"vjg"
tgegkrv"qh"jgt"ngvvgtÓ0"C"nkuv"qh"kuuwgu"ycu"eqornkgf"hqt"c"ngvvgt"fcvgf"Ugrvgodgt"33."3:9;"d{"Okvhqtf"
cdqwv"vjg"ocvvgt0"Vjg"nkuv"vq"vjg"qhhkeg"qh"yqtmu"cv"Yjkvgjcnn"uvcvgu"vjcv"cv"ÒMgy"chvgt"c"hwnn"cfternoon 
the whole of the outdoor staff is occupied till noon of the following day in cleaning up litter of orange 
peel, paper bags, matchboxes, rags, and cigar ends and would therefore not wish the sale of 
refreshments at Kew to take place because:  
 
Ò3."Vjgtg"jcxg"dggp"hqt"uqog"{gctu"pq"eqornckpvu"qh"vjg"ycpv"qh"Tghtgujogpv"uvcnnu"kp"vjg"ictfgpu0" 
2, The Refreshment rooms on Kew green appear to satisfy the wants of the public.  
5." Cv" Rtgugpv" oqogpv" rkepkemkpi" ku" pqv" cnnqygf" kp" vjg" ictfgpuÓ" pqt" ctg" rgtsons allowed to carry 
provisions. If a refreshment stall or stalls were to be erected it w.d [sic] be impossible to prevent the 
public from carrying in parcels of provisions & to raise the complaint that they were forced to deal with 
the amount of litter & untidiness which may be appreciated by inspecting one of the London parks after 
a Bank Holiday or on a Monday morning. 
4, Picnicking w.d [sic] altogether destroy the character of the Gardens as a peace-ful & scientific resort 
& introduce a new element of conviviality & noise. For these reasons it has been the policy of the 
Dqctf"wpfgt"uweeguukxg"H0EÓu"pqv"vq"gpvgtvckp"vjg"kfgc"qh"rgtokvvkpi"vjg"ucng"qh"tghtgujogpvu"kpvq"vjg"
gardens [North 1882-3;5:<"O1P1415"Pqtvj"Icnngt{"Ngvvgtu_0Ó" 
 
On the September 29, 1:9;."Yknnkco"Ncy"qh"vjg"Qhhkeg"qh"Yqtmu."Yjkvgjcnn"ytqvg"ÒK"co"fktgevgf"d{"
vjg"Nqtfu"eqookuukqpgtu"qh"jgt"Oclguv{Óu"vtgcuwt{"vq"cempqyngfig"vjg"tgegkrv"qh"{qwt"ngvvgt"D";324"qh"
the 19th giving, in reply to the letter form his Board 14564 of the 6th instant, a statement of your reasons 
for thinking that it would not be expedient to permit the sale of refreshments in the house which Miss. 
Pqtvj"ku"cdqwv"vq"gtgev"kp"Mgy"IctfgpuÓ0"Vjg"ngvvgt"eqpenwfgu"vjcv"vjg"Nqtfu"Òecppqv"cnvqigvjgt"citgg"
with your conclusions and they think that with proper regulations drawn up, and strictly enforced, for 
vjg"rtgxgpvkqp"qh"rtqxkukqpu"dgkpi"ecttkgf"kpvq"vjg"ictfgpÓu."vjgtg"ku"pq"tgcn"itqwpf"hqt"crrtgjgpfkpi"
any evil result from the adoption on trial, at least, of Miss. PqtvjÓu"rtqrqucn"qh"vgc"cpf"eqhhgg"ujqwnf"dg"
uqnf"kp"vjg"pgy"dwknfkpiÓ."Vjg"ngvvgt"cnuq"uvcvgu"vjcv"Òkv"ujqwnf"qh"eqwtug"dg"ectghwnn{"gzrnckpgf"vq"Okuu0"
North that the sale of provisions in this way is only an experiment, and that it will be immediately 
dkueqpvkpwgf"kh"kv"ku"hqwpf"vq"gpvckn"cp{"fcocig"vq"vjg"ictfgpu."qh"vjg"mkpf"{qw"uwiiguvÓ"]Pqtvj"3::4-
1938: M/N/2/3 North Gallery Letters]. The idea was finally thwarted it seems on the grounds of the 
initial and long term costs to Kew, since additional accommodation would have to be built for such 
rtqxkukqpu0"OkvhqtfÓu" ngvvgt" kp" tgurqpug" vq" vjg"Nqtfu" kpfkecvgu" vjcv" eqpegtpu" qxgt" fktv"cpf" fwuv"ygtg"
preoccupying the Kew Board, since they would be brought into the gallery space by persons simply 
wishing to finf"tghtgujogpvu"Òetgcvkpi"cp"cfxgtug"ghhgev"qp"vjg"rkevwtguÓ0"Kv"jcf"dggp"guvkocvgf"vjcv"c"
possible 10,000-20,000 people may be attracted to the North gallery simply for refreshments, many of 
whom, it was suggested, would be persons of the lowest class who yqwnf"Òxgt{"uqqp"twkp"vjg"rkevwtguÓ0"
Vjgtg"ygtg" eqpegtpu" vjcv" vjg" icnngt{" yqwnf" dgeqog" c" Òtqyf{" vgc" uvqrÓ0" Kp" vjg" gpf" vjg"Mgy"Dqctf"
simply stonewalled the North refreshment room [North 1882-1938: M/N/2/3 North Gallery Letters]. 
North rebelled against the BqctfÓu"fgekukqp"d{"rckpvkpi"hnqygtu"qh"vjg"eqhhgg"cpf"vgc"rncpvu"cnqpiukfg"
hops and grapes on the doors where the refreshments would have been served [Farley 2005]. North 
referred to the affair for a final time on November 12, 1879, stating that the Board jcf"ugpv"jgt" Òpq"
yqtf" cdqwv" vjg" tghtgujogpvuÓ" cpf" eqpenwfgf" vjcv" ujg" jqrgf" Òvjgtg" yqwnf" dg" pq" hwtvjgt" qhhkekcn"
fkhhkewnv{Ó"]Pqtvj"3::4-1938: M/N/2/3 North Gallery Letters]. 
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secular-scientific, nor wholly aestheticized, but one that is both secular-scientific and 
aestheticized at one and the same time. It is an uncertain framework that engenders a 
tension not only within the space of display itself, but also with regard to the 
individual paintings it contains, which can themselves be viewed by turns as scientific 
documents and as works of art.
23
  
This uncertainty should, perhaps, come as no surprise since, as Carol Duncan 
indicates in Civilizing Rituals, from the eighteenth century through to the midÎ
twentieth-century museum spaces were often designed deliberately to resemble Greek 
and neo-classical Renaissance architecture. As a consequence of which, argues 
Fwpecp."owugwou"ecp"dg"wpfgtuvqqf"vq"jcxg"hwpevkqpgf"pqv"ukorn{"ykvjkp"vjg"Òtgcno"
qh" ugewnct" mpqyngfigÓ" cu" vjg" hqewu" hqt" Òvjg" uekgpvkhke" cpf" jwocpkuvke" fkuekrnkpgu"
rtcevkegf" kp"vjgo＿eqpugtxcvkqp, art history, arejcgqnqi{Ó."cpf"cu" Òrtgugtxgtu"qh" vjg"
eqoowpkv{Óu" qhhkekcn" ewnvwtcn" ogoqt{Ó." dwv." kp" cffkvkqp." cu" rncegu" qh" gpgtxcvkpi"
(liminal) aesthetic experience [Duncan 2006: p.8]. Duncan bolsters her argument with 
reference to the work of ethnographer, Victor Turner, (1920-83), and in particular his 
use of the terms liminal and communitas [Turner 2003: p.358]. VwtpgtÓu"yqtm"hqewugu"
on quasi-religious experience through anthropological data gathered from non-
Western cultures [Turner 2003: p.358]. Turner recognised strong affinities between 
quasi-religious experience and western notions of aesthetic experience [Duncan 2006: 
p.11]. 
Kp" VwtpgtÓu writings on communitas he states Ò]y_jcv" ku" kpvgtguvkpi" cdqwv"
liminal phenomena for our present purposes is the blend they offer of lowliness and 
sacredness, of homogeneity and comradeshipÓ0"Vwtpgt"ctiwgu" Ò]y_g"ctg"rtgugpvgf" kp"
                                               
23 In A Vision of Eden, Anthony Huxley refers to the actual design of the North galngt{"cu"tgugodnkpi"Òc"
Itggm"vgorng"ykvj"qtkgpvcn"xgtcpfcjuÓ"]Jwzng{"4224<"r09_0 
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such rites with a moment in and out of time, and in and out of secular social structure 
which reveals, however fleetingly, some relegation (in symbol, if not always in 
language) of a generalized social bond that has ceased to be and has simultaneously 
{gv" vq" dg" htciogpvgf" kpvq" c" ownvkrnkekv{" qh" uvtwevwtcn" vkguÓ [Turner 2003; p.360]. 
Turner also states vjcv" eqoowpkvcu" qt" Òcomitatus community, or even communion,Ó"
emerges from the liminal [Turner 2003: p.360].
24
 Therefore, argues Turner, Ò]v_jg"
distinction between structure and communitas is not simply a familiar one between 
ÐugewnctÑ"cpf"ÐucetgfÑÓ."ukpeg"Ògxgt{"uqekcn"rqukvkqp"jcu"some sacred characteristicsÓ. 
Rather, this Òsacred componenv" ku" ceswktgf" d{" vjg" kpewodgpvuÓ" vjtqwij" ÒÐrites de 
passageÑÓ whereb{"vjg{"ejcpig"rqukvkqp"dgecwug"Òsomething of the sacredness of that 
transient humility tempers the pridg"qh"vjg"kpewodgpvÓ"]Vwtpgt"4225< p.360]. 
According to Duncan, the ritual that is associated with religious practices and 
vjcv" ecp" dg" nkmgpgf" vq" Òocike." tgcn" qt" u{odqnke" ucetkhkegu ]È_" oktcewnqwu"
transformations or overpowering changes of consciousnessÓ"oc{"crrgct"vq"Òdgct"nkvvng"
tgugodncpeg" vq" vjg" eqpvgorncvkqp" cpf" ngctpkpi" vjcv" ]È_"owugwou" ctg" uwrrqugf" vq"
hquvgtÓ0"Kv"fqgu."jqygxgt."ujg"uwiiguvu."jcxg"c"eqpvkpwkpi"tgncvkqpujkr"ykvjkp"c"ugewnct"
society with aesthetic experience and its persistent associations with notions of 
individual transcendence and subjective transformation [Duncan 2006: p.8].  
Vwtpgt"cnuq"ytqvg"qh"Òvjtgujqnf"rgqrngÓ who are ambiguous since they arguably 
Òelude or slip through the network of classifications that normally locate states and 
rqukvkqpu" kp" ewnvwtcn" urcegÓ [Turner 2003: p.356]. Ceeqtfkpi" vq" Vwtpgt." Òniminal 
entities are neither here nor there: they are betwixt and between the positions assigned 
cpf" cttcpigf" d{" ncyÓ [Turner 2003: p.356]. Arguably such apposition could be 
                                               
24 The term ÒniminalÓ is properly understood to refer to a transitional or initial stage at a boundary or 
vjtgujqnf"]UcqpgÓu"cpf"Uvgxgpuqp 2008: p.826]. The use of the term liminal by Duncan derives from 
the Belgian folklorist Arnold van Gennep who associated the term with ritual [Duncan 1995: p.11].
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assigned not only to the North Gallery but also to North herself. PqtvjÓu"icnngt{ and 
paintings are indeterminate in their styles and applications. 
PqtvjÓu" rckpvkpiu." cnnqy" hqt" kpfkxkfwcnu" vq" uvgr" dcem" Òhtqo"rtcevkecn" eqpegtpu"
and social relations of everyday life and look at themselves and their world＿or at 
least some aspect of it＿with different thoughtu"cpf" hggnkpiuÓ" ]Fwpecp"3;;7<" r011]. 
The North Gallery with its conspicuous embodiment of the accepted nineteenth--
century conception of the museum as a surrogate temple, arguably presents itself, 
alongside other similar gallery and museum spaces of the time, as a hybrid space; one 
that announces itself simultaneously and uncertainly both as a site of aesthetic 
contemplation and objective scientific revelavkqp0"Oqtgqxgt."PqtvjÓu"rckpvkpiu"eqwnf"
dg" kpvgtrtgvgf" kp" FwpecpÓu" vgtou" cu" gzrnqkvkpi" vjgkt" ncvgpv" nkokpcnkv{" cu" ÒctvÓ" cu" c"
ogcpu"yjgtgd{" Òkpfkxkfwcnu" eqwnf" uvgr" dcem" htqo" vjg" rtcevkecn" eqpegtpu" cpf" uqekcn"
relations of everyday life and look at themselves and their world Î or at least some 
aspect of it Î ykvj"fkhhgtgpv"vjqwijvu"cpf"hggnkpiuÓ"]Fwpecp"4228<"rr034-13]. 
Traces of ancient temple architecture are most obvious with regard to the North 
icnngt{Óu" htqpvcig [See figure 19], where the Delft green door to the hallway, 
originally framed by teal blue windowpanes, is set back from iron verandah poles that 
reflected, the then fashionable use of Egyptian scarabesque architectural uv{nkpiÓu. In 
addition to which, the architrave and lintel surrounding the door is a direct replica of 
those to be found at the entrance to the temple of Thebes in Egypt. Furthermore, there 
is a floral frieze circling the walls inside the gallery that is very much Greek in 
influence [Huxley 2002<" r09_0" PqtvjÓu" rckpvgf" fqqtu" cpf" vjgkt frames with flower 
paintings are also similar in style to traditional forms of Asian temple architecture. 
PqtvjÓu"rncekpi, of painted water Lilies, near the doorway echoing a popular image 
utilized by Chinese and Japanese temple painters. North confessed that her style of 
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painting, had been heavily influenced by Chinoisere [Farley 2011]. In her journals 
North also describes the temples and tombs she encountered in Japan as picturesque 
and highly coloured ]Pqtvj" 3:;4c<" r0437_" cpf" cu" dgkpi" Ònkmg" c" Ejkpgug" rciqfcÓ"
]Pqtvj"3:;4c<"r0443_0"Ujg"cnuq"tgeqtfu"vjcv"vjg"kpvgtkqtu"qh"vjg"vgorngu"ygtg"Òhwnn"qh"
gzswkukvg" dtqp¦gu." ejkpc." cpf" htguj" hnqygtuÓ0" ]Pqtvj" 1892a: p.218], adding that the 
paintings of birds, insects, and flowers she found in Japan were exquisite too [North 
3:;4c<"r0442_0"Vjg"kpvgtkqt"qh"PqtvjÓu"icnngt{"ecp"vjgtghqtg"dg"uggp"vq"rtqlgev"vjg"cwtc"
of oriental temple architecture as well as that of ancient Egypt and Greece. 
The faade of the North gallery echoes European classical forms of a sort used 
by William Chambers (1723-1796), in the construction of his Theatre of Augusta at 
Kew during the 1820s [Desmond 1998: p.50]. At the same time, it is also possible to 
discern stylistic similarities between the exterior of the North gallery and that of 
traditional Chinese temple buildings, such as the Abstinence Palace within The 
Temple of Heaven complex in Beijing. The Abstinence Palace [See figure 20] was 
originally constructed in the fourteen hundreds [Yuan Long 1999: p.40] and was 
utilised by both Ming and Qing Emperors as part of annual ritual sacrifices to heaven. 
The palace is a beam-less squat brick structure with slab and triangular steps leading 
up to a broad stone platform supporting a bronze tower that from a distance creates a 
false entrance to the palace. This general design is mirrored visually by the North 
icnngt{Óu" htqpv" gngxcvkqp" ykvj" kvu" gpvtcpeg" uvgru" ngcfkpi" wr" vq" vjg" icnngt{" fqqt" cpf"
xgtcpfcj="vjg"ncvvgt"jcxkpi"dggp"cffgf"vq"vjg"icnngt{"Òvq"chhqtf"ujgnvgt"vq"c"ewuvqfkcp"
in charge of wgv"wodtgnncu"cpf"ncfkgu"enqiuÓ"]Dnwpv"3;9:<"r03:7_0  
This hybrid use of occidental and oriental stylings in relation to the design of 
the North gallery was far from being a new addition to the general environment at 
Kew. As part of the refashioning of the ictfgpu"wpfgt"Rtkpeg"HtgftkemÓu"fktgevkqp"kp"
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1749, Chambers had not only designed and built the famous pagoda at Kew [See 
figure 21], but also a now demolished House of Confucius."yjkej" jg"fgfkecvgf" Òvq"
vjg"vgcejkpi"qh"vjg"Ejkpgug"]È_"oqtcnkuv" vjgn much adoktgf" kp"vjg"YguvÓ0"C"dtkfig 
was also designed to join the Chinese house and a Chinese arch [Desmond 1998: 
p.28]. Chambers was largely responsible for the popularization of the Chinese garden 
in England [Shou Yi 1998: p.339], publishing a book on the subject in 1757, entitled 
Designs of Chinese Buildings. The Pagoda at Kew, which supposedly followed the 
Canton uv{ng" qh" ctejkvgevwtg." ku" Òqpg" qh" vjg" hgy" uwtxkxqtu" qh" EjcodgtuÓ" Ejkpgug"
rjcugÓ0"Cu"uwej."the building reflects the then fashionable rococo vogue for European 
Chinoiserie, a style that brings together aspects of orthodox classicism with highly 
imaginative translations of Chineug"fgukip0"EjcodgtuÓ"fgukip"qh"Ejkpgug buildings at 
Kew can therefore be understood to have related just as much to existing western 
architectural preoccupations as it did to authentic Chinese building [Desmond 1998: 
p.48]. It is therefore possible that the exterior of the North gallery also echoes 
buildings designed for Kew by Chambers in a Chinese style. 
According to Shou Yi, writing in The Vision of China in the English Literature 
of the Seventeenth and Eighteenth Centuries, the Chinese-style gardens that were to 
eventually permeate Europe during the mid eighteenth century were initially called 
the Anglo-Chinese fashion vq" vjg" crrctgpv" Òtgugpvogpv" qh" vjg" GpinkujÓ" ukpeg" Ò]c_p"
awareness of China did not intrude on the English landscape wpvkn" vjg" ncvg" 3952u0Ó"
[Shou Yi 1998: p.340] It appears thav" Htcpeg" cpf" Igtocp{" Òjcf" ngctpgf" vjg" hktuv"
fgvcknu" eqpegtpkpi"Ejkpgug" ictfgpu" ]È_"dwv" vjg" vjgqtkgu"ygtg" pqv" rwv" kpvq" rtcevkeg"
until they had been systematized anf" fgoqpuvtcvgf" kp" GpincpfÓ" ]Ujqw" [k 1998: 
p.352]. Kew appears to have replicated the judgement of the Chinese-style while 
enriching and beautifying particular prospects qh" vjg"ictfgpu" Òykvjqwv"cp{"fgvtkogpv"
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to the general aspect of the whole composition, in which Nature almost always 
appearu"rtgfqokpcpvÓ"]Ujqw"[k 1998: p.349]. Similarities between the layout of Kew 
and that of classical Chinese gardens include the large boulevard-esque walkways 
lined with trees, the use of follies mirroring the functional buildings of Chinese 
Temple gardens and the naturalistic use of rock formations (whose representation of 
nature was adapted for use at Kew alongside Western designs). 
Hqnnqykpi"qp"htqo"Rtkpeg"HtgfgtkemÓu"*3985-1822) refashioning of Kew, further 
work was undertaken at the gardens by Charles Bridgeman (1690-1738), under the 
instruction of Queen Caroline (1683-1737) with the help of Augusta Princess of 
Wales (1719-3994+" *ykhg" qh" Htgfgtkem+0" Vjku" kpenwfgf" eqpvtkdwvkqpu" d{" ÒEcrcdknkv{"
Brown (1716-39:5+." yjq" kpfwnigf" jku" umknnu" kp" pcvwtcnkuoÓ" ykvjkp" vjg" ictfgpu0"
BrqypÓu"yqtm"octmu" cp" gpf" vq" vjg" rqnkvkecn" nandscape [Richardson 2008: p.6] first 
inspired by staunch whigs who began Òto experiment with landscaping ideas in a 
concerted and semi-rwdnke"yc{."cu"rctv"qh"c"rqnkvkecn"cigpfcÓ"]Tkejctfuqp"422:<"r05_0"
DtqypÓu"yqtm"ycu"cnuq"kp"eqpvtcuv"vq"vjg"later work of W.A. Nesfield (1793-1881) at 
Kew, who Òrwtuwgf" ]È_" c" igqogvtke" fkurnc{Ó" kp" ictfgp" fgukip" vjcv" eqwnf" dg"
eqpuvtwgf" cu" oqtg" vtcfkvkqpcn" kp" crrtqcej" ]Tkejctfuqp" 422:<" r08_0" Fwtkpi" PqtvjÓu"
vkog." vjg" ictfgpu" cv" Mgy" ygtg" vjgtghqtg" cntgcf{" Òc" rcnkoruguv of gardep" uv{nguÓ"
[Desmond 1998: p.xii]. 
PqtvjÓu" ngvvgtu" tgxgcn" kpkvkcn" eqpegtpu" cdqwv" jqy" jgt" icnngt{" yqwnf" hkv" kpvq"
MgyÓu" tcvjgt" gengevke" uejgog0" Vjg{ also demonstrate that she was satisfied with 
HgtiwuuqpÓu"Òpwogtqwu"kfgcu"qh"jqy"vjg"icnngt{"ujqwnf"dg"htcogf"ykthin the context 
qh"MgyÓ"]Pqtvj 1882-1938: MN/ 2/3 North gallery letters], perhaps in part due to the 
ÒatejkvgevÓu"gzvgpsive knowledgeÓ [Huxley 2002: p.7] not only of Greek but also of 
Asian architecture. Hgtiwuuqp." yjq" ycu" ocfg" Òc" ogodgt" qh" vjg" Tq{cn" Cukcvke"
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Uqekgv{Ó" kp" vjg" 3:62u" cpf" dgecog" cp" cfxkuqt" Òqp" vjg" fkurnc{" qh" Kpfkcp" ctv" kp" vjg"
Et{uvcn" Rcnceg" cv" U{fgpjco" kp" vjg"okf" 3:72uÓ" ]Ewppkpijco"3;;;<" r066_." jcf" uggp"
Asian architecture at first hand during extensive travels in Asia and this may have 
inspired him to compliment the Chinoiserie already present within the gardens at 
Kew. 
Following his travels, Fergusson wrote History of Indian and Eastern 
Architecture, a major historical account of Asian architecture, published in 1876, and 
ku" etgfkvgf"ykvj" dgkpi" Òvjg" hktuv" jkuvqtkcp" vq" ocmg" gzvgpukxg" wug" qh" rjqvqitcrj{" kp"
tgeqtfkpi" cpf" eqorctkpi" dwknfkpiuÓ" ]Ewppkpijco" 3;;;<" r064_0" HgtiwuuqpÓu" jkuvqt{"
includes the vernacular architecture of India, Burma, Cambodia, Thailand and Java as 
well as that of China and Japan, although it is important to note that at the time of 
HgtiwuuqpÓu"vtcxgnu"vjg"Kpfkcp"uwdeqpvkpgpv"ycu"pqv"rgtegkxgf"vo be a unitary country 
[Cunningham 1999: p.45]. Fergusson also described the architecture of the three 
major religions in Asia: Hinduism, Buddhism and Islam.  
Despite his evident openness to cultural otherness, Fergusson can nevertheless 
be understood to have viewed Asian architecture very much though western eyes, 
comparing one Mughal dwknfkpi＿c"Oquswg"kp"Dklcrwt＿hqt"gzcorng."vq"c"ogfkgxcn"
cathedral; a comparison that resonates strongly with a prevailing nineteenth-century 
Dtkvkuj" kpvgtguv" kp" vjg" Iqvjke0" HgtiwuuqpÓu" gpvjwukcuo" hqt" Cukcp" ctejkvgevwtg" cpf"
uewnrvwtgÓ"ycu"cnuq"eqpvkpwcnn{"overshadowed by his preference for, and belief in, the 
superiority of ancient Greek and Roman architecture [Cunningham 1999: p.65]. 
While Fergusson acknowledged that the first stone architecture to be built was in fact 
Buddhist architecture [Cunningham 1999: p.65], he also believed that the Greeks had 
influenced early Buddhist forms through the work of traveling Greek artisans 
[Cunningham 1999: p.59]. What is more, Fergusson did not like the abundance of 
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ornamentation that is common to the construction of historical Indian buildings. The 
prevailing high-cultural taste in Britain during the 1870s was for simple shapes, there 
having been a widespread acceptance, partly fostered d{" Twumkp." vjcv" Òvjg" okf-
Xkevqtkcp"nqxg"qh"qtpcogpv"ycu"xwnict"cpf"wpceegrvcdngÓ"]Eunningham 1999: p.53]. 
Fergusson himself was a Ruskinite, which goes some way to explaining why the 
outside of the North gallery is largely without ornament. This prevailing high cultural 
taste for simplicity allied with a preference for Greece and Rome may well have 
kphnwgpegf" HgtiwuuqpÓu" fgukip" qh" vjg" Pqtvj" Icnngt{." iwkfkpi" jko" vqyctfu" c"
combination of Western classical and simpler non-classical architectural styles.
25
  
Hgtiwuuqp"cpf"PqtvjÓu"ejqkegu"kp"vjg"fgukip"qh"vjg"qwvukfg"qh"vjg"icnngt{."eqwnf"
therefqtg" dg" rgtegkxgf" kp" rctv" cu" c" tgokpfgt" qh" yjcv" Fwpecp" jcu" ecnngf" Òc" rtgÎ
Ejtkuvkcp"ekxke"TgcnoÓ [See figure 22]; as featured in the 1851 construction of The 
Temple of Empedocles at Selinute by Jakob Ignaz Hittorff.
26
 Opg"yjqug" Òencuukecn"
porticos, rotundas, and other features of Greco-Roman architecture could [be used to] 
                                               
25 A request for James Fergusson to build a gallery for North at Kew Gardens came to him by letter, on 
the August 22 and on August 23 [no year given]. Pqtvj"ytqvg"vq"Jqqmgt"qh"HgtiwuuqpÓu"cgreement to 
build her a folly at Kew [North 1879-1896:MN/1/4:Kew. North Gallery Letters]. Fergusson declared 
vjcv"jg"eqwnf"mggr"ykvjkp"PqtvjÓu"plan of a 50=20 gallery, studio and cottage but may have suggested 
changes to the design so that it might be both fit for purpose and within budget since North wrote of the 
plans being simpler than she first fancied. North cnuq"vjqwijv"qh"cffkpi"etggrgtu"vq"eqxgt"vjg"hc›cfgÓu"
dtkemyqtm0"PqtvjÓu"agreement to HgtiwuuqpÓu" fgukip" ku" cempqyngfigf" in a letter to Hooker praising 
Fergusson for saving her life and freeing her of constant worry. In her letters on the subject to Hooker, 
North seems pragmatic in her attitude towards the building of the gallery and as having asked for 
something Indian in tone. North left monies with Hooker and Fergusson to enable the building of the 
gallery to begin while she left the UK to work abroad once more. In her absence, North placed her 
friend Miss Ewart in charge as a supervisor for the build [North 1879-1896: MN/1/4:Kew. North 
Gallery Letters]. The buildingÓu aesthetics caused Fergusson difficulty. He wrote to Hooker on the 
subject, referring to the building cu"c"Òukping"win{"ujgf"cv"vjg"oqogpvÓ"cpf"fgenctkpi"vq"jko"Òcu"{qw"
know K"co"pqv"c"rtcevkekpi"ctejkvgev"("jcxg"pq"uvchhÓ"]Pqtvj"3:9;-1896:MN/1/4:Kew North Gallery 
Letters]. 
26 The floral frieze, surrounding the interior of the gallery could be described as Greek in influence. 
Vjg" Itggmu" ctg" vjqwijv" vq" jcxg" rtghgttgf" Ò]i_gqogvtke" htkg¦gu" qt" rcpgnuÓ" yjkne eastern fashions 
rtghgttgf" Òewtxknkpgct" qt" hnqtc" rcvvgtpuÓ0" Jqygxgt, the Greeks were influenced by Eastern design, 
fgurkvg"vjg"hcev"vjcv"vjg{"pgxgt"Òswkvg"qwuvgf"vjg"igqogvtkeÓ"hwnn{0"Hnqtcn"kphnwgpegu"ygtg"uwdlgevgf"vq"
Greek discipline when used as part of design outcomes. The inclusion of the floral in Greek design 
Òdgecog"cp" kpvgitcn"rctv"qh"Itggk Classical design at any scale from jewelry to temple architectureÓ 
]Dqctfocp"3;;7<"r0497_0"PqtvjÓu"htkg¦g"eqpvckpu"cp"godngo"qh"jgt initials, influenced perhaps by the 
Kqpke"qtfgt."dcugf"Òqp"qtkgpvcnk¦kpi"rcvvgtpu"qh"hnqygt"cpf"uetqnnÓ"]Dqctfocp"3;;7<"r04:6_0" 
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ukipcn" c" hkto." cfjgtgpeg" vq" Gpnkijvgpogpv" xcnwguÓ" ]Fwpecp" 4228<" r032_0" Kp" ujqtv"
between the inside and the outside of the gallery it is possible to perceive a shift in the 
significance of Notvj"cpf"HgtiwuqpÓu"crrtqrtkcvkqp"qh"vjg"cpvkswg"htqo"vjg"tcvkqpcn"vq"
the liminal and back again. In the North gallery we therefore witness a tension 
dgvyggp" vjg" nkokpcn" cpf" vjg" uekgpvkhke." cornkhkgf" d{" vjg" icnngt{Óu" eqpvguvgf"
relationship to the external space of the gardens at Kew, something which would 
crrgct"vq"jcxg"hqtegf"PqtvjÓu"htkgpf."Lqugrj"Jqqmgt."vq"rqnkeg"vjg"dqwpfctkes of his 
own personal rational secular view of the space. 
According to Duncan, the enactment of ritual ku"Òvjqwijv"vq"have a purpose, and 
gpf"]È_"]k_v" ku"uggp"cu"vtcpuhqtocvkxgÓ."eqphgttkpi"qt"tgpgykpi"Òkfgpvkv{"qt"rwtkh{kpi"
or restoring order in the self or to the world through sacrifice, ordeal, or 
gpnkijvgpogpvÓ[Duncan 2006: pp.12-13]. By extension, Duncan argues, the beneficial 
owveqogu"qh"xkukvkpi"c"icnngt{"urceg"ctg"vjcv"wrqp"ngcxkpi"Òxkukvqtu"eqog"cyc{"ykvj"c"
feeling of having been spiritually nourished or resvqtgfÓ"]Fwpecp"4228<"rr034-13]. 
To this extent, the staging of the North gallery may be seen to act not just as an 
opportunity for viewers to survey the botanical world in microcosm, but also to enter 
kpvq"c"vtcpuhqtocvkxg"gpicigogpv"ykvj"PqtvjÓu"tgrtgugpvcvkqp"qh" kv."dqvj"vjtqwij"jgt"
paintings and the accompanying map and guide. With its allusions to sacred Greek, 
Egyptian and Asian architecture, the gallery therefore provides a site for the historical 
journeying of pilgrims, following a structured narrative route from the exterior 
verandah to the interior gallery. What is more, it offers points of contemplation 
prompting its pilgrims to imaginatively re-live the sacred story qh"PqtvjÓu" lqwtpg{u"
[Duncan 2006: pp.12-14]. 
It is therefore unsurprising, that since its opening the North gallery has become 
uqogvjkpi"qh"c"ujtkpg"vq"vjqug"yjq"hkpf"rngcuwtg"cpf"kpurktcvkqp"kp"PqtvjÓu paintings. 
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Ocp{"xkukvqtu"qxgt"vjg"{gctu"jcxg"dguvqygf"rgtuqpcn"octmkpiu＿hkpigtrtkpvu"cpf"vjg"
nkmg＿ykvjkp" vjg" icnngt{" urceg0" Ceeqtfkpi" vq" Lqpcvjcp" Hctng{." ewttgpvn{" Ugpkqt"
Conservator in the Library and Archives at Kew, the Perspex, which covers the 
galler{Óu" rckpvgf" fqqt" uwttqwpfu" ku" vjgtg" urgekhkecnn{" vq" rtqvgev" vjgo" htqo" jwocp"
finger grease. In the past, continual touching of the surround on either side of the 
doors darkened the paintings so much that it was thought by many to have worn the 
images away completely. However, when the area was cleaned during restoration in 
1981, it was found only to have been discoloured. According to Farley, the bust of 
North [See figure 23], and set inside the gallery was also covered in a greasy, soot-
like substance, which was found, yet again, to have been human finger grease, left 
behind by what might be seen as the ritualistic touching of a sacred effigy (the bust 
within the North gallery space is, in fact, a likeness of her niece Katherine Furse who 
modeled for the bust because she was the one female relative that resembled North as 
a younger, more ideal, subject) [Farley 2007].  
Added to all of which, it is also possible to view the construction of the North 
gallery as contributing to the uncertainty of limits through its self-conscious doubling 
of the external world of the garden. To visit the North gallery, visitors are first obliged 
to make their way through the surrounding gardens, visiting, perhaps, the extensive 
collection of exotic plants in the Palm and Temperate houses and lingering on the 
ytqwijv"ktqp"dgpejgu"qp"vjg"icnngt{Óu"xgtcpfch qp"vjg"yc{"*uwdugswgpvn{"Òrkpejgf"d{"
Yknnkco" Fcnnkoqtg" hqt" wug" kp" jku" Vgorgtcvg" JqwugÓ+" ]Dnwpv" 3;9:<" r03:7_0" Dghqtg"
entering the gallery through a small entrance hall after which they are confronted, 
beyond a set of double-doors, with the inner sanctum of the gallery space itself. In this 
yc{."vjg"icnngt{Óu"kpverior presents us both with an interior tgeqtf"qh"PqtvjÓu"vtcxgnu"
and a seamless adjunct to the exterior world of the gardens beyond. 
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In addition, the design of the internal space with its tiled Minton style floors and 
garden benches, accompanied by black wooden framing stands containing further 
paintings by North [See figure 24], would appear to have been designed to further 
blur the boundary between interior and exterior by imitating the layout of the 
verandah surrounding the gallery faade. Farley has even suggested that there was no 
practical or aesthetic necessity to have the iron benches in the gallery, but that North 
made direct use of them to duplicate the experience of contemplating the outer world 
of the garden within the gallery itself. Consequently, North can be understood to have 
attempted to present visitors with an experience analogous to the gardens surrounding 
the gallery, but one which ultimately draws on their proximity to underwrite the 
capacity of her work to offer an expansive and transporting vision of a wider world 
beyond [Farley 2007]. The eqpegrv"crrgctu"Òokpfhwn"qh"vjg"eqoowpkqp"dgvygen man 
cpf"pcvwtgÓ. and emphasises a world garden in imitation of nature, all of which reflect 
the relationship between the gallery interior and wider nature itself. This proposed 
(Landscape-(Living)-Room) with elements of a three-dimensional world, reflected 
through two-dimensional paintings [Tsong-Zung 2008: no page numbers given]. 
North can be understood to have grafted further stylistic layers onto her gallery 
in the form of two aspects of late nineteenth-century European domestic interior 
design: a muted colour palette that had emerged in Britain as a reaction to established 
mid-Victorian styles associated with the term chintz, and a sense of visual clutter 
characteristic of French interior dcor. According to Sweet writing in Reinventing the 
Victorians."Ò]e_jkpv¦Ó ku"c"ÒJkpfk"yqtf"wugf"vq"fguetkdg"dtkijvn{"eqnqwtgf"hcdtkeuÓ (as 
qdugtxgf"kp"Yknnkco"MkndwtpÓu"jkijn{"hnqtcn"Chintz Design, of the 1800s [See figure 
25]). In our own time it has come to signify a rather staid sense of Englishness. The 
Victorians, however, saw chkpv¦"cu"Ògzekvkpi."gzqvke"cpf"equoqrqnkvcpÓ"]Uyggv"4223<"
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p.124]. In her writings, North refers to exotic fabrics worn by young women in 
Smyrna, stating that their chintzy dress was made of the kind of fabric that one would 
use to make curtains [North 1893: p.95]. The gaudy application of chintzy colour in 
English homes during the mid-Victorian period was, among other things, a deliberate 
attempt to combat the soot, dust and grime of the Industrial Revolution, which tended 
to Òtgfweg" colours to a dull monotonqwu" itg{Ó" ]Uyggv" 4223<" r0346_0" PqtvjÓu" ukuvgt"
eqornckpgf"qh"uwej"ecncokvkgu."uvcvkpi"vjcv"eqnngevkqpu"qh"Òuvwhhgf"dktfu"]cpf_"vtqrkecn"
butterflies were both sadly liable to ruin from the London climate and ]È_" fktvÓ"
[North 1893: p.315]. 
Interkqt" nkijvkpi"rnc{gf"c"jwig"rctv" kp"Xkevqtkcp"fgeqtcvkqp."ykvj"oqtg" Òowvgf"
colours [becoming] fashionable in the last quarter of the nineteenth egpvwt{Ó" cu" c"
consequence of improvements associated with the introduction first of gas and then of 
electric lighvkpi=" kortqxgogpvu" yjkej" knnwokpcvgf" tqqou" Òoqtg" dtkijvn{" vjcp" gxgt"
dghqtgÓ"]Uyggv"4223<"rr0347-126]. At this time, the old chintzy colour palette began 
to appear violent to the eye, having only been seen previously under the poorer 
lighting conditions that had necessitated it in the first place. The new interior colour 
schemes ushered in by improved lighting conditions included russets, apricots, slate 
blues, teals and dark browns as well as olive green [Sweet 2001: pp.125-126], which 
ceeqtfu" ykvj" PqtvjÓu" use of teal, Delft green, dusky pink and plum as part of the 
interior and exterior design of the North gallery as well as the use of a more demure 
sage green with accompanying brown in her adjoining studio room, and which are 
okttqtgf"kp"Yknnkco"OqttkuÓu"3864 design Trelis [See figure 26].  
At the same time, the dense hanging scheme of the North gallery exhibited a 
tendency toward visual clutter also characteristic of many nineteenth-century British 
fqoguvke" kpvgtkqtu0" Kpfggf." Ò]c_hhnwgpv" Xkevqtkcpu" mpgy" vjg{" ygtg" chhnwgpv" ]È_" d{"
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ecuvkpi"cp"g{g"qxgt"vjg"xqnwog"qh"ocvgtkcn"qdlgevuÓ"ykvjkp"vjgkt"jqogu"]Uyggv"4223<"
p.126].
27
 This tendency was not approved of by leading design writers, of the day, nor 
perceived as a British design custom but as having been imported from France [Sweet 
2001: p.126]. In 1853, writing in The Stones of Venice, Ruskin declared under rule 
number two, that one should Ò[n]ever demand an exact finish for its own sake, but 
only hqt"uqog"rtcevkecn"qt"pqdng"gpfÓ; a declaration that Sweet interprets as  meaning 
ÒfqpÓv" ]È_"iq"ocf"ykvj" uvgpeknu" cpf" xctpkuj" cpf" uvkrrnkpi"yjgp" uqogvjkpi" ukorng"
yknn" fqÓ" ]Uyggv" 4223<" r0356_0"Pgxgtvjgnguu." d{" vjg" 3::2u" icwf{" Htgpej" fﬁeqt" jcf"
established itself in Britain and had interacted with other developments such as the 
mass production of wallpaper [Sweet 2001: pp.126-127]. 
By insisting on a dense hanging scheme for her paintings alongside the use of 
stenciling on the walls of the North gallery, North would therefore appear to have 
continued to embrace a popular British interest in continental taste. The dado, which 
North had included as a way of displaying exotic woods was also a fashionable aspect 
of late nineteenth-century Victorian homes.  
This domestication of the interior of the North gallery may go some way to 
explaining why North wanted to serve refreshments there. The gallery was in effect 
an extension of the home, with paintings replacing abundant knick-knacks. It may 
also explain why the unadorned exterior of North gallery looks in many ways similar 
to colonial domestic architecture (according to Farley, Fergusson also built a house in 
Tasmania, using the same format as the North gallery exterior [Farley 2006]. 
                                               
27 North wrote to Hemsley, who was Assistant for India in the Herbarium at Kew and who compiled 
the descriptive catalogue for the North Gallery, about the interior layout of her gallery. This concerned 
not only the plant classifications involved in the interior layout and their geographical location but also 
possible interior design ideas for the gallery. She writes to him of adding extra doors and of the ideas 
she had of painting them, including spring flowers and old and new world plants [North 1882-1896:  
Hemsley Letters].  
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On entering the main exhibition space of the North gallery, the visitor is 
confronted by an overwhelming array of botanical and topographical paintings 
completely covering the walls of the lower gallery as an interlocking structure without 
intervening gaps from the height of the dado to the under part of the running gallery, 
with each painting framed individually by a black Japanned surround and placed 
ugewtgn{" dgjkpf" ngcfgf"incuu" nkmg" c" dwvvgthn{" kp" c" ecug0"Cv" vjg" vkog"qh" vjg" icnngt{Óu"
opening in 1882, North herself considered its display of paintings to be more or less 
complete both in scope and overall design. Moreover, the way in which the paintings 
were hung side by side as an interlocking structure [Farley 2006] has served to protect 
vjgo"htqo"ecuwcn"kpvgthgtgpeg"cpf"tgcttcpigogpv"d{"MgyÓu"Dqvcpkuvu."yjq"wpvkn"xgt{"
recently were allowed to alter and over-score botanical illustrations and paintings in 
the collection of the gardens in the service of scientific exactness [Ward  2007].
28
 
However, despite this apparent state of architectural fixity, the actual experience 
of viewing the paintings contained within the North gallery is a far less than certain 
one. The sheer scale of the imagery held up to view is such that the gaze of the viewer 
is constantly deflected from one image to the next. What purports, on the face of it, to 
be a stable, well ordered representation of the natural world consequently becomes, 
through the act of viewing, a sublime engagement with baffling illimitability. 
Although housed within a relatively small space that allows for a sense of 
gpecruwncvkqp" qt" eqpvckpogpv." PqtvjÓu" paintings represent something vast and 
unimaginable: an unattainable Eden forever projecting itself beyond the limits of the 
                                               
28 A note with an illegible signature dated February 21, 3::3."uwiiguvu"vjcv"PqtvjÓu"rckpvkpiu"ujqwnf"dg"
placed under glass. HgtiwuuqpÓu"vgtug"tgrn{"vq"Jqqmgt"uwiiguvu"vjcv"vjg"pqvg"ecog"htqo"Pqtvj"jgtugnh."
cpf"jg"uvcvgu"vjcv"Òpqvjkpi"yjcvuqgxgt"jcu"dggp"cttcpigf"ykvj"tgictf"vq"gkvjgt"vjg"htcming glazing or 
hanging of Miss PqtvjÓu" rkevwtguÓ." cpf" vjcv" Òkv" yknn add materially to the expense & difficulty of 
jcpikpiÓ0"Hgtiwuuqp"eqpenwfgu"]j_qygxgt"kv"ecp"dg"fqpg"kh"pgeguuct{"("owuv"dg"fqpg"("ujcnn"kh"hqwpf"
to be the case sir all this must be left to Miss. North ]È_ yjgp"ujg"tgvwtpuÓ"]Pqtvj"3::4-1938: MN/2/3 
North Gallery Letters].  
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gallery. What is more, the interior of the gallery gives the impression of something 
akin to a huge cabinet of curiosities [See figure 27]. Still life and cabinet paintings of 
the sixteenth century onwards known as cabinets of curiosities, which were also 
referred to as curiositas or wonder chambers, were used to display strange objects 
Òwpxgkngf" qt" fkueqxgtgf" vjtqwij" ocpÓu" ewtkqukv{" cpf" kpswkukvkxgpguuÓ" cpf." cu" uwej."
ygtg" vjqwijv" qh" cu" dgkpi" Òhknngf" ykvj" rngcuwtcdng" vgttqtÓ [Schneider 2009: pp.158-
159].  
North did not complete all of the paintings for the North gallery during her 
travels. She painted some away from the original motif vq" hkv" kp" ykvj" HgtiwuqpÓu"
design [North 1882-1883: Hemsley Letters, Vol 2.c.]. In addition, North would 
appear to have adopted a high degree of flexibility with regard to the hanging of 
individual works. Evidence of this has been found during the recent restoration of the 
gallery where paintings were found to have alternative images on the back of the 
framed works with one format in landscape and the reverse in portrait [Farley 2009].
29
 
North would therefore appear to have juggled the order and format of her pictures 
deciding the spaces where they were to be placed and repainting some according to 
yjcv"eqwnf"dg"ceeqooqfcvgf"d{"vjg"nkokvu"qh"HgtiwuqpÓu"qxgtcnn"fgukip0" 
Such an approach also bears comparison to the showing of images as part of 
ecdkpgvu"qh"ewtkqukv{"cpf" kp"rctvkewnct" vjg" Òrtqrrgf"qt"jwpi"wrÓ" kocigu"uvtcvgikecnn{"
                                               
29 PqtvjÓu"rckpvkpiu"ygtg" htcogf"htqo"qhh" ewvu"qh"c" uvcpfctf"uk¦g."cu"ycu" vjg"dgcfkpi"ocvgtkcn" vq"dg"
used for the Japanned framework. The system used to hang the works in her gallery was one that 
planned to marry up the paintings once they had been placed upon the gallery walls. This meant that 
some pictures had corners that had to be planed due to being too big and in other instances, the 
opposite was true and areas had to be patched. [Farley 2006]. The glass used by North was cheap, it 
was greenhouse glass and according to Jonathan Farley, it probably saved the paintings from 
discolouration due to it high lead content [Farley 2006]. Frames containing glass had become much 
oqtg" cxckncdng" chvgt" vjg" uweeguu" qh" RczvqpÓu" Et{uvcn" Rcnceg" cpf" eqld frames also became highly 
fashionable [Picard 2005: p.175]. It was therefore feasible for North to obtain such large amounts of 
glass. In an undated letter to Hemsley North reveals that she was involved with the decision to glaze 
her paintings and find Pqtvj"cumkpi"Jgoung{"ÒK"vjkpm"{qw"vqqm"c"rcig"qh"okpgÓ"yjkej"ÒK"ycpvgf"vq"ugpf"
to Kew to show the size of the 130 glass covers-would you let me have it back or a bit of paper cut the 
gzcev"uk¦g"qh"vjg"rcigÓ"]Pqtvj"3::4-1883: Hemsley Letters Vol 2].  
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rncegf"ykvjkp"ecdkpgvu"kp"qtfgt"vq"cttkxg"cv"vjg"Òhkevkqp"qh"tgrncekpi"vjg"tgcnkv{"fgrkevgf"
in vjgoÓ0"Vjku"ycu"Ògurgekcnn{"vtwg"qh"hnqygt"uvknn" nkhgu"yjkej"ygtg"vq"ocmg"c"egtvckp"
species permanently available to the viewer, even though they were in bloom at 
fkhhgtgpv"vkoguÓ"cpf"ygtg."ceeqtfkpi"vq"Pqtdgtv"Uejpgkfgt"kp"jku"dqqm."Still Life, part 
qh"Òvhe late effects of a magical view of art, verging on illusionism, in which pictures 
ygtg" uggp" cu" uwduvkvwvgu" hqt" tgcnkv{Ó" ]Uejpgkfgt" 422;<" rp.158-159], something that 
North plays upon in her particular cabinet, albeit Î a cabinet of previously unseen 
species. That she combined with the lure of topography and difference in order to 
permanently amaze the viewer. 
Kp"tgvwtpkpi"vq"vjg"Pqtvj"icnngt{Óu"qtkikpcn"nc{qwv."cpqvjgt"jkffgp"ukipkhkecpeg"ku"
ctiwcdn{" dtqwijv" vq"vjg" hqtg0"Cu"rtgxkqwun{" uvcvgf." vjg"icnngt{Óu stylistically hybrid, 
pre-aestheticist order, places its contents in a setting that strongly echoes those 
specifically designed for ancient ritual. It therefore carries with it another 
complicating characteristic: namely, the bringing together of a supposedly objective, 
de-aestheticised form of representation, the botanical illustration, with nineteenth-
century notions of the transformative powers of art. Those in the Royal collections 
were sometimes called museums [Schneider 2009: p.158] and (like the North gallery) 
ygtg"hknngf"ykvj"Òvtqrjkgu"]È_"dtqwijv"dcem"jqog"htqo"fcpigtqwu"xq{ciguÓ0"Ecdkpgvu"
qh"ewtkqukv{"ygtg"pqv"kpkvkcnn{"Òiwkfgf"d{"cp"kpvgtguv"kp"encuukhkecvkqpÓ"gxgp"vjqwij"vjg"
Òncdgnu" qp" uqog" fkurnc{" ecuguÓ" ujqy" Òvjg" hktuv" jgukvcpv" dgikppkpiuÓ" qh" taxonomical 
practices [Schneider 2009: p.158]. Nevertheless, they constitute some of the first steps 
through which the museum (as we now know it) was formulated. As Graham Dixon 
in his book, A History of British Art, uvcvgu." Xkevqtkcpu" Òygtg" hqtgxgt" eqpuvtucting 
imaginary ideal communities. It was, in part, a way of pretending that all was well in 
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the real world. It was also a way of dreaming of other and more harmonious types of 
existenegÓ"]Itcjco"Dixon 1999: p.170]. 
In recent years, the North gallery has undergone a substantial restoration funded 
by The National Lottery. This restoration, which took place between 
September/October 2007 and November 14
th
 2010, has brought new information to 
light that has not been previously dealt with in published writings. Conservation 
proposals for the North gallery included the restoration of the tiled floor as well as the 
installation of facsimiles of the original benches. The original benches in the gallery 
space were replaced by Sir Arthur Hill in the 1930s, at approximately the same time 
as the interior floor tiles were removed and replaced by fashionable ruboleum [North 
1882-1938: MN/2/3 North Gallery Letters]. Farley believes that this resulted from a 
desire to modernise the gallery as much as possible by getting as far as possible away 
from a then unfashionable Victoriana. It had been suggested at the time that leather 
sofas could be placed in the gallery to emulate the interior of the National Gallery in 
London, but this idea never came into fruition. According to Farley, the removal of 
vjg" vkngf" hnqqt" fwtkpi" vjg" oqfgtpk¦cvkqp" qh" vjg" Pqtvj" icnngt{" Òtkrrgf" rctv" qh" vjg"
ru{ejqnqi{" ]qwv_" qh" vjg" icnngt{Ó" ]Farley 2007], eqortqokukpi" PqtvjÓu" kpvgpvkqp" vq"
allow visitors a simultaneous experience of an exterior and interior world.
30
 
Today, as part of the modern process of restoration, existing material is peeled 
cyc{" nc{gt" d{" nc{gt" kp"qtfgt"vq"tgxgcn" vjg"rcuvÓu" cevwcn." cpf"not presumed, tastes in 
colour and pattern. In alignment with this tendency, conservators of the North gallery 
removed a section of wood next to the studio room to expose the original, dusty pink 
colour of the wall and skirting board. This can be seen to marry with the cornice 
                                               
30 The wug"qh"Ògpecwuvke"vkngu"nckf"kp"rcvvgpu"qh"dncem"cpf"yjkvg."dtqypu"cpf"etgcou"qp"vjg"jcnn"hnqqt"cpf"
qp"vjg"rcvj"ngcfkpi"vq"vjg"htqpv"fqqtÓ"qh"Xkevqtkcp"okffng-class houses was widespread. Oil cloth was 
more common, however. [Picard 2005: p.169]. 
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painted by North, which is in parts discoloured due to previous restoration work; its 
fading blamed on the use of non-leaded paint, which Jonathan Farley, director of the 
restoration programme, believes allowed the previous sections painted by North to 
remain stronger in colour [Farley 2007]. According to Farley, the hidden section of 
wall had not seen the light of day since 1886, when North completed the placing of 
the woods within her dado design. Farley had believed that the stencil paintings 
running around the upstairs verandah were completed in the 1980s, in replacement of 
original works by North now in storage at Kew [Farley 2007]. However, the process 
qh" tguvqtcvkqp" jcu" tgxgcngf" vjcv" vjg" uvgpeknu"ctg"ceewtcvg" tgrnkecu"qh"PqtvjÓu" original 
designs. In the course of the recent restoration they have been carefully replicated 
once more [Farley 2009].  
In completing the current restoration of the North gallery, Farley did not want to 
encroach upon the fabric unduly, declaring that he wished to keep technology in the 
dcemitqwpf0"Hctng{Óu"etgcvkxg"uqnwvkqpu" vq"vjg"rtqdngou"rtgugpvgf"d{" vjg" tguvqtcvkqp"
qh" vjg"Pqtvj"icnngt{"ygtg"eqpugswgpvn{"ckogf"cv"ikxkpi"vjg"icnngt{" Òvjg"dguv"qh"dqvj"
yqtnfuÓ"*Xkevqtkcp"cpf"eqpvgorqtct{+"yjkng"tgvckpkpi"c"room prior to the aestheticism 
of the 1890s. Fluorescent lights were to be removed and were to be replaced by fibre 
optics, [Farley 2007] but these were later perceived to be too intrusive. Hanging globe 
lights, which were originally used by North, were returned instead [Farley 2007]. 
PqtvjÓu" rckpvkpiu" kp" vjg" icnngt{" ygtg" tg-hung [See figure 28] and the 
conservation of the gallery structure meant that the pictures had to be taken off the 
walls and returned using a new hanging and locking system allowing for a gap 
between the walls and the pictures so that the structure of the building could breathe 
[Farley 2007]. An under floor heating system originally installed by Fergusson was 
removed as Farley believed that it had caused an imbalance in temperature within the 
77 
 
gallery that warped the exotic woods, which make up the dado, [Farley 2007] Farley 
believes that the under floor system was yet another design compromise; one that 
allowed Fergusson to apply a classical Roman heating system, but in a manner that 
hau." kp" vjg" nqpi" twp." pqv" dgpghkvgf" vjg" icnngt{Óu" qxgtcnn" uvtwevwtg0"C" pgy" xgpvkncvqt"
system was also installed that will, it is hoped, stop spores from settling on the walls 
following the discovery of dry rot in the gallery in 1981 [Farley 2007]0"HgtiwuuqpÓs 
use of cloistral lighting has benefited the paintings, however.  According to Farley, 
while this lighting scheme creates a hard reflection on the glass used as part of the 
htcokpi"qh"vjg"icnngt{Óu"rckpvkpiu."ocmkpi"vjg"rckpvkpiu"fkhhkewnv"vq"ugg."kv"pgxgrtheless 
protects them from excessive light damage [Farley 2007]. Here Fergusson would 
appear to have applied classical architectural principles set out in his book, An 
Enquiry into the True Principles of Beauty in Art *3:6;+."yjkej"Òkpenwfgf"c"uvwf{"qh"
hoy"Itggm"vgorngu"uwej"cu"vjg"Rctvjgpqp"ygtg"nkvÓ"]Ewppkpijco"3;;;<"r06]. 
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                                                       Chapter Two 
 
The North Gallery as a Cabinet of Curiosities 
 
 
The stylistic eclecticism of the North gallery was challenged by nineteenth-century 
commentators who felt that it conformed neither to prevailing aesthetic tastes nor the 
sobriety required for serious scientific display. According to Guy Brett writing in 
Chilean F lora Through the Eyes of Marianne North, Notvj"fgrctvgf"Òhtqo"vjg"pqtou"
qh"dqvj"ctv"cpf"uekgpeg"qh"jgt"vkoguÓ"dgecwug"Ò]c_guvjgvgu"fgtkfgf"vjg"jcpikpi"]qh"jgt"
icnngt{_"cu"tkfkewnqwun{"qxgtetqyfgfÓ"yjkng"Òeqpxgtugn{."uekgpvkuvu"ygtg"pqv"rtgugpvgf"
ykvj" qtfgtn{" tcpmu" qh" kuqncvgf" urgekogpuÓ0" Vjg{" ygtg" however, argues Brett, 
rtgugpvgf" ykvj" Òuqogvjkpi" tkejgt<" cp" cvvgorv" vq" eqpxg{" vjg" yjqng" hggnkpi" qh" cp"
gpxktqpogpvÓ="qpg"vjcv"ycu"Òocfg"vq"ugtxg."pqv"hcujkqpcdng"vcuvg"qt"tgurgevcdknkv{."dwv"
c"xgtukqp"qh"pcvwtgÓ"]Dtgvv"3;;;<"r055_0" 
Seen in this light, it is therefore possible to view the North gallery as heir to a 
form of visual display that precedes the modern division of science and art: namely, 
the cabinet of curiosities. The cabinet of curiosities, which was used by European 
aristocracy and the rich from the 1500s to the 1700s as an often aestheticised focus for 
the collecting, display and classification of objects, and was revitalized during the 
1800s and into the 1900s as part of Victorian family life. Pre-Victorian examples 
include the Poggi Museum, in Bologna, Italy comprising the Ulisse Aldrovandi 
Museum and the Luigi Ferdinando Marsili Collections [See figure 29]. Victorian 
fqoguvke"ecdkpgvu" kpenwfgf"Òyqtmu"qh"ctv." knnwuvtcvgf"vgzvu"cpf"ocru."eqkpu."uekgpvkhke"
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devices, seashells, and other natural srgekogpuÓ"eqnngevgf"tcpfqon{" htqo"ctqwpf"vjg"
world [Roscoe Hartigan 2007: p.145].
31
 
The eighteenth egpvwt{Óu"rtgqeewrcvkqp"ykvj"rtqvq-scientific classification [Fara 
2004: p.20] can therefore have been understood to have continued into the nineteenth 
century not just through dedicated forms of scientific collection and display, but also 
through domestic cabinets of curiosity as a hybrid visual scientific/aesthetic form. 
PqtvjÓu" ejknfjqqf" gpeqwpvgtu" ykvj" ecdkpgvu" qh" vjku" uqtv" cu" ygnn" cu" xkukvu" vq"
scientkhke"fkurnc{u"qh"qdlgevu"uwej"cu"JqqmgtÓu"Owugwo"qh"Uekgpvkhke"Dqvcp{"cv"Mgy."
are likely to have had a strong influence upon the arrangement of her own gallery, 
encouraging her to combine a sense of visual wonder with the numbering and naming 
of the species and actual wood specimens she had gathered. The North gallery is, 
however, a most curious Victorian cabinet; one that has been conceived not only on a 
very large non-domestic scale, but that also makes, a distinctly domesticated 
Victorian use of collage-montage/decoupage and stylistic diversity [See figure 30].  
The history of cabinets of curiosity in the West has a relationship to the 
development of the garden grotto. Garden grottos are cave-like structures used as 
places to display effigies or statues that can in some cases act as a reminder of the 
                                               
31 Thought to be the first cabinet of curiosity collection in the western world, the Palazzo Poggi 
owugwo"kp"Dqnqipc"Kvcn{."ku"Ò]c_p"koogpug"eqnngevkqp"qh"gxgt{vjkpi"]È_"pggfgf"vq"uvwf{"vjg"uciences 
cpf"rtcevkeg"vjg"ctvuÓ0"Kv"ku"fguetkdgf"cu"Ò]c_"uqtv"qh"gpe{enqrgfkcÓ"ceeqtfkpi"vq"L0Y0xqp"Ctejgpjqnv¦v"kp"
1787 [Tega 2001: p.8]. The museum is an extended 15th century home of the Poggi family, where in 
1711, it became the Istituto delle scienze [institute of science] [Tega 2001: p.16]. The Ferdinando 
EqurkÓu"owugwo"*3828-86) is also housed within the museum. It is a collection of art objects, marvels 
and natural curiosities and is an example of an Italian wunderkammer, or room of marvels [Tega 2001: 
p. 40]. The Ulisse Aldrovandi museum is also housed at the Poggi, and named after its founder who 
ycu" tgictfgf"cu" Òvjg" hqwpfgt" qh"oqfgtp"pcvwtcn"jkuvqt{Ó by Linnaeus [Tega 2001: p.22]. It contains 
curios of natural sciences. The Poggi also contains the Luigi Ferdinando Marsili collections of rocks, 
corals and minerals as well as the Museum Diluvianum of the Istituto delle scienze of fossils. The 
school of obstetrics is also present, complete with models of babies within the motherÓs womb and 
obstetric instruments going back to the eighteenth century. Vjg"Gteqng"NgnnkÓu"Cpqvqokecn"yczyqtmu 
include full-scale flayed bodies in various stages of anatomical investigation, and are complimented by 
vjg"Oqtcpfk"cpf"Ocp¦qnkpkÓu"Cpcvqokecn"yczyqtmu0"Vjg"Rqiik"cnuq"jqwugu"nkijv"cpf"qrvkeu"tqqou."cu"
well as an Electrical physics room. The colonial nature of the cabinet of curiosity is presented through 
vjg" RqiikÓu" kpenwukqp" qh" vjg" Igqitcrj{" cpf" Pcwvkecn" Uekgpeg" tqqo." cnqpiukfg" tqqou" fgfkecvgf" vq"
Military Architecture [Tega 2001].  
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religious life of Christian hermits. As such, grottos are intended to frame the objects 
they contain in such a way that their aura as objects of aesthetic contemplation is 
powerfully enhanced. 
The aesthetic effect, to which the grotto is intended to give rise, is discussed by 
Leonardo da Vinci, (1452-1519), in his Fragment Speleology. Here, Leonardo states 
vjcv" chvgt" gpvgtkpi" c" ecxg" jg"ycu" Òugk¦gf" d{" c" uvtqpi" hggnkpi" qh" fguktgÓ" vq" hkpf" qwv"
Òyjgvjgt" uqogvjkpi" hcuekpcvkpi" okijv" dg" hqwpf" kpukfgÓ" ]Uejpgkfgt" 422;<" r037:_0"
According to Norbert Schneider in Sill Life, Leonardo was exposed to two feelings: 
one of horror and one of craving, which together suggested the possibility of some 
form of religious enlightenment; a combination that can be experienced in relation to 
the Romantic painting, Felslandschaft Mit Mönch (1825-26) by Carl Blechen which 
depicts a wonder cave with a monk at the its edge contemplating a shaft of divine 
light [See figure 31]. Uejpgkfgt"ctiwgu"vjcv"NgqpctfqÓu"yqtfu"ctg"c"tghngevkqp"qh"vjg"
vjgp" ewttgpv" eqpegrv"qh" ewtkqukvcu=" vjcv" ku" vq" uc{" vjg" pqvkqp" vjcv" Ò]y_jgpgxgt" rgqrng"
]È_"ygtg" eqphtqpvgf"ykvj" uqogvjkpi" uvtcpig" vjcv" jcf" dggp" wpxgkngf" qt" fkueqxgtgf"
vjtqwij" ocpÓu" ewtkqukv{" qt" inquisitress, they were filled with pleasurable 
vgttqtÓ]Uejpgkfgt"422;<"p.158]. 
Schneider then goes on to assert that this combination of curiosity, pleasure and 
vgttqt" ku" cnuq" eqoogpuwtcvg" ykvj" vjg" Òkortguukqp" ]È_" ickpgf" htqo" pcvwtcn" jkuvqt{"
collections apf"yqpfgt"ejcodgtuÓ"vjat could be as large as a room [Schneider 2009: 
pp.158-159]. The wonder chamber (or wunder kammer+＿c"xctkcvkqp"qp"vjg"ecdkpgv"qh"
ewtkqukvkgu＿ecp"dg" fghkpgf" cu" c" ejcodgt" qt" tqqo." tcvjgt" nkmg" c" vjgcvtkcal stage set, 
used to display a collection of objects of curiosity within a grand house setting 
[Schneider 2009: pp.158-159]. In the 1600s, Frans Francken II, painted Art Room 
after 1636, which disclosed a collection of paintings and objects within a room, and 
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between 1664-66, Jan van Kessel (1626-1679) grandson of Jan Brueghel the Elder 
[See figure 32], with Erasmus Quellinus (1626-1679) painted an allegorical grouping 
that depicted all the then known continents of the world [Schneider 2009: pp.159-
162]. The centre-piece of these paintings depicts peoples from the continents of 
Europe, Africa, Asia and the Americas set within the geographical context of their 
particular continent alongside its flora and fauna. Other paintings, framed by black 
Japanned surrounds, were systematically organised around this centre-piece 
[Schneider 2009: p.159], thus creating a dense hanging of images not dissimilar to 
that of the North gallery. 
Early forms of Gothic and Chinese landscape gardens in Europe also made use 
qh" Òrtcevkecn" fkxgtukqpu" kp" Òvjg" hqto" qh" vgorngu" cpf" qvjgt" ictfgp" dwknfkpiuÓ"
[Richardson 2008: p.353], whose aesthetic affect as garden follies was intended to be 
similar to that of grottos and wonder chambers. The folly as a garden structure 
Ògogtigf"qwv"qh"vjg"cpvkswctkcp"gpvjwukcuou"qh"vjg"3932u and 1742uÓ"cuuqekcvgf"ykvj"
the Gothic style. Antiquarians of the early eighteenth egpvwt{" Òvgpfgf" vq" dg"
archeologists and local historkcpuÓ" uqogvkogu" tghgttgf" vq" cu" Kvkpgtcpvu [Richardson 
2008: p.353].  
        Oquv"qh"vjgug"cpvkswctkcpu"Òygtg"uejqnctu"]È] who did not come from a Grand 
Vqwt"dcemitqwpfÓ"ocmkpi"fq."cu"kv"ygtg."ykvj"yjcvgxgt"vjg{"eqwnf"hkpf"kp"vjgkt"qyp"
backyard. The Itinerants were to be joined by the gentry who took an interest in their 
qyp" Òrcvtkqvke" gpvgtrtkugÓ [Richards 2008: p.354]. Tim Richardson in The Arcadian 
Friends."uvcvgu."vjcv"vjgug"ogodgtu"qh"vjg"igpvt{"ygtg"Òkpvgtguvgf"kp"ctejkvgevwtg"cpf"
the decorative arts, connoisseurs who might perhaps be members of the society of 
Fkngvvcpvk" ]È_" qt" qh" c" Ocuqpke" nqfigÓ" ]Tkejctfuqp" 422:<" r0574]. The Gothic, 
ceeqtfkpi" vq"Tkejctfuqp."ycu" uggp" cu" c" Òrtgewtuqt" qh" dqvj" vjg" rkevwtguswg" cpf" vjg"
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Tqocpvke" oqxgogpvÓ. Allied to this pgy" uv{ng" ycu" vjg" hcujkqp" hqt" Òjgtokvcigu."
rtkokvkxg" jwvu" qt" tguv" jqwugu." ukvgf" kp" cvoqurjgtke" ctgcu" qh"yqqfncpfÓ, [Richardson 
2008: r0579_" cu" ykvpguugf" kp" Yknnkco" MgpvÓu" Hermitage, illustration of 1735 [See 
figure 33].  
           Eqpuvtwevkqpu"qh" vjku"uqtv"ygtg"Òdwknv"qp"c" uocnn" uecng"cpf"tgncvkxgn{"ejgcrn{Ó"
okttqtkpi"ÒJqtceg"YcnrqngÓu"*3939-1797) Strawberry Hill [See figure 34], built after 
3969Ó"]Tkejctfuqp"422:: p.357]. Walpole, whose Gothic novel The Castle of O tranto 
of 1764 initiated what was to be a growing eighteenth and nineteenth-century interest 
in the Middle-Ages, constructed Strawberry Hill to his own neo-Gothic designs 
[Blayney Brown 2001: pp.195-6] as a focus for the engendering of an atmosphere 
yjkej"jg"tghgttgf"vq"cu"ÒinqqovjÓ<"c"eqodkpcvkqp"qh"yctovj"cpf"inqqo"pqv"fkuukoknct"
to the combination of pleasure and terror associated with grottos and wonder 
chambers. 
Eighteenth-century Gothic and chinoiserie also had associations with science. 
Thomas Wright (1711-1786), the astronomer who discovered the Milky Way, had an 
kpvgtguv"kp"ejkpqkugtkg"ujqykpi"c"Òrtghgtgpeg"hqt"vjg"nkvvng"mkqumu"]È_"hqt"kh"{qw"jcf"c"
Gothick ecuvng"qt" twkp." {qw"jcf" vq"jcxg"c"Ejkpgug" jwvÓ" ]Tkejctfuqp"422:<"rr0":-9]. 
Moreover, a growing eighteenth-egpvwt{" kpvgtguv" kp" dqvcp{" cu"ygnn" cu" Òvjg" cguvjgvke"
rquukdknkvkgu"qh" vjg" ncpfuecrg"ictfgpÓ"cnnqygf" hqt"cpqvjgt"qxgt-lap in grotto making; 
qpg" Òyjkej" htgswgpvn{" wvknk¦gf" wpwuwcn" qt" hqtgkip" tqemu" cpf"okpgtcnuÓ" cpf" dtqwijv"
Òjctoqpk¦cvkqp"qh"uekgpvkhke"cpf"ctvkuvke" kpvgtguvuÓ"kpvq"vjg"ictfgp"urjgtg"]Tkejctfuqp"
2008: pp. 8-9].  
Chinese kiosks as follies, such as The House of Confucius c.1749 [See figure 
35] could have been found at Kew Gardens during the eighteenth century but had 
perished by the nineteenth egpvwt{." nkmg"uq"ocp{"qvjgtu."Òdgecwug"vjg{"ygtg"ocfg"qh"
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yqqf"cpf"ecpxcuÓ"]Tkejctfuqp"422:<"r0589_0"The Gothic and the Chinese went hand 
in hand during this period and pastiches of the Chinese and the Gothic were 
sometimes melded together [Richardson 2008: p.370]. The Chinese fashion and 
European interest in cabinets of curiosities during the eighteenth century also saw the 
deliberate placing of cabinet-like structures within garden spaces. In 1773, the 
landscape gardener Sekell, who studied under Chambers, popularized Fredrick the 
Itgcv" qh" Igtocp{Óu" kpvgtguv" kp" vjg" pgy" Ejkpgug" hcujkqp0" Vjg" tguwnv" eqwnf" dg"
witnessed in gardens such as Wilhelmshhe near Kassel, which contained a Chinese 
nkvgtcvk"ycvgt"xknncig"ykvj"kvu"Òykpfkpi"uvtgcouÓ"cpf"c"ÒEjkpgug"dtkfig"ceeqorcpkgf"d{"
a long Chinese salon with two cabinets hqt" vjg" fkpkpi" dcnntqqouÓ" ]Ujqw" [k 1998: 
pp.352-575_=" vjg" ceegrvcpeg" qh" vjku" Òuv{nkuvic alnkcpegÓ" dgvyggp" vjg" Iqvjke and 
Chinese [Richardson 2008: p.370] lead to kiosks and grottos being established in 
English gardens, including Kew Gardens. This use of kiosks and follies took its cue 
from not only in part from the wonder chamber, but also the architecture and political 
landscape gardening of the day [Richardson 2008: p.6]. Moreover, the makers of 
vjgug" uvtwevwtgu" Òvgpfgf" vq" dg" fgvgtokpgfn{" cocvgwt." yjkej" qpn{" cffgf" vq" vjg"
kfkqu{petcu{"qh"vjg"ictfgpuÓ."kpenwfkpi"cu"vjg{"uqogvkogu"fkf"Òc"ecig"kp"the corner of 
a grotto or a humorous verse on a wooden pncectfÓ"]Tkejctfuqp"422:<"r0:_0 
During 1876-7, James Abbot McNeil Whistler (1834-1903), decorated the 
Peacock Room. This room, which had been designed for Frederick Richards Leyland 
(1832-1892), contained fine gold lacquered cabinet shelves containing Chinese blue 
and white style and Japanese porcelain as well as a dado of decorated woods 
[Lambourne 2005a: p.93]. Whistler had seen a fireplace at number 1 Holland Park, 
the London residence of Aleco Ionides (1840-1898), somewhere between 1870 and 
1873. Above this fireplace the designer Thomas Jeckyll (1827-1881) had devised a 
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cabinet to house blue and white pottery [See figure 36] styled in imitation of a 
Lcrcpgug"uvtwevwtg"mpqyp"cu"c"ÒoqpÓ"]Ncodqwtpg"4225a: p.92]. Whistler adapted this 
original design as part of his decoration of the Peacock Room [See figure 37]. 
The craze for blue and white Chinese ceramics dated from the early 1860s and 
can be traced to Dante Gabriel Rossetti (1828-1882), who furnished jku"ÒVwfqt"Jqwug"
with a miscellaneous collection of old furniture and bric-a-dtceÓ [Calloway and Le 
Orr 2011: p. 116]. Whistler, who had arrived in London at a later date via Paris, was 
Òhcuekpcvgf"d{"cnn" vjkpiu"LcrcpgugÓ"cpf"jcf"c"oqtg"Òfkuetkokpcvkpi"g{g for the better 
gzcorngu" qh"Mcpizk"yctguÓ" ]Ecnnqyc{ and Le Orr 2011: p. 116]. The craze for all 
things Blue was further enhanced by the Pre-Raphaelites and Murray Marks (1840-
1918), an astute art dealer who, along with Charles Augustus Howell (1840-1890), 
fkf" Òowej" vq" urtgcf"vjg" vcuvg" ]È_"coqpi"ektengu"qh" tkej"rcvtqpuÓ" ]Ecnnqyc{ and Le 
Orr 2011: p0338_0"YjkuvngtÓu" kpvgtguv" kp" cnn" vjkpiu" qtkgpvcn" cnuq" eqpuwogf" jku" nkxkpi"
quarters. Between 1867-8, his room at Lindsey Road, Chelsea displayed oriental 
panels painted directly onto the wall [Lambourne 2005a: p.93]. Whistler also 
incorporated this style of oriental panelling as part of his decoration of the Peacock 
room. 
Leyland, who commissioned the design of the Peacock Room, was upset to find 
that Whistler had invited the general public into his home to witness the construction 
without his permission [Lambourne 2005a: p.96]. Whistler may have deliberately 
opened up the space to the public because the cultural scene of the 1860s and 1870s 
had become fixated upon vjg"ctvkuv."ukpeg" Ònkvvng"ycu"rwdnkecnn{"mpqyp"qh"vjg"yc{" kp"
yjkej" rckpvgtu" uwej" cu"Yjkuvngt." Tquugvvk" cpf" Ngkijvqp" cevwcnn{"yqtmgf" cpf" nkxgfÓ"
[Calloway and Ng"Qtt"4233<"r0;2_0"Cu"c"eqpugswgpeg."c"Ònkhg"fgxqvgf"vq"ctv"ecog"vq"dg"
85 
 
perceived as a high callingÓ"cpf"vjg"Òkfgc"vqqm"jqnf"vjcv"ctvkuvuÓ"uvwfkqu"ygtg"kp"uqog"
yc{"ucetgf"urceguÓ"]Ecnnqyc{ and Le Orr 2011: p.90].  
        Whistler incorporated orientalist style into his drawings and paintings, such as 
The Balcony (c.1867-8) and Rose and Silver: the Princess from the Land of Porcelain 
(1863-4). Opening the Peacock Room to the public may therefore have been an 
effective way of exploiting public interest and, as a consequence, of advertising 
YjkuvngtÓu"ykfgt"ctvkuvke"codkvkqpu0"Vjku" hqto"qh" viewing was not new. In Antwerp 
during the seventeenth century RwdgpÓu" *3799-1640) artwork, studio, and his 
eqnngevgf"cpvkswkvkgu"cpf"Òequvn{"iqqfuÓ, were viewed by the public through a system 
vjcv" dgecog"mpqyp" cu" ÒVjg"Rcnceg" qh"CtvÓ" ]Ecnnqyc{ and Le Orr 2011: pp.90-91]. 
Moreover, during the mid nineteenth century the new well-to-do had already begun to 
visit their favorite artists at home and view their works in a particularly novel, semi-
formal social ritual called ÒUjqy"Uwpfc{uÓ [Calloway and Le Orr 2011: p.92].  On 
theug"fc{u."vjg"ÒUjqy"UvwfkquÓ"eqpegtpgf"qhvgp"fkurnc{gf"tkej"hwtpkujkpiu"]Ecnnqyc{ 
and Le Orr 2011: p.91], cu"fkurnc{gf" kp"Nqtf"NgkijvqpÓu"Itgcv"Uvwfkq" kp"3:88 [See 
figure 38].  
The style of the Peacock Room coincided with another fashion of the time; that 
qh" Cukcp" ujcfqy" dqzgu" *Ò]p_qv" vq" dg" eqphwugf" ykvj" vjg" okpkature or toy theatre 
vtcfkvkqpÓ" [Roscoe Hartigan 2007: p.59]). In the nineteenth century, this display 
system of hardwood boxes including sliding glass covers with papered or silk-lined 
interiqtu"wugf"Òvq"fkurnc{" hkpg"egtcokeu"]È_"ocfg" hqt"gzrqtvÓ0"Vjku" hqto"qh"fkurnc{."
which was utilized in the East and West, was often used to house sculpture and other 
mementoes. Smaller boxes existed with partitioned interiors vjcv" Òceeqooqfcvgf"
arrangements qh"ownvkrng"kvgouÓ"]RoscoeHartigan 2007: p.59]. These cabinets echoed 
display systems used during the reign of the Chinese Emperor Qian Long, (1711-
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1799) of the Qing Dynasty, whose own art and ceramic collection was kept in 
specially constructed boxes and on decorative display shelves such as the ones on 
display at the Summer Palace in Beijing, China and in the decoration of screens and 
divans on display at the Palace [See figures 39 and 40]. 
YjkuvngtÓu"fgukipkpi"qh"vjg Peacock Room eqkpekfgf"ykvj"PqtvjÓu"xisit to Japan 
in 1875-7. It is therefore possible to view the construction of the North gallery as 
being open to orientalising influences encountered by North both at home and abroad. 
Dqvj"YjkuvngtÓu"Peacock Room and the North gallery could be described as exquisite 
follies that not only reflect a long standing European interest in wonder chambers and 
cabinets of curiosities, but that also incorporate a contemporary interest in shadow 
box display from the East. There were certainly other examples of Victorian cabinets, 
which combined Eastern and Western stylistic influences. Consider here, for example, 
Icdtkgn"XkctfqvÓu"ecdkpgv"qh"3:::."cpf"G0Y0"IqfykpÓu" *3:55-1886) of 1877-8 [See 
figure 41], both of which harked back to the eighteenth-century design of the cabinet 
yjkng"kpeqtrqtcvkpi"curgevu"qh"vjg"qtkgpvcn."vjgtgd{"etgcvkpi"c"Òtkej"lwodngÓ"qh"uv{ngu"
that supplemented one another for effect [Lambourne 2005a: pp.98-99]. 
PqtvjÓu" qyp" hcuekpcvkqp" ykvj" Lcrqpkuog" ku" gxkfenced by screens kept in her 
room during her time in Japan along with examples of Satsuma pottery. Moreover, 
PqtvjÓu" fguetkrvkqp" qh" Òc" iqnf" itqwpf" ykvj" tgf" cpf" yjkvg" rkpmuÓ." ceeqorcpkgf" d{"
Òrkpm" cpf" yjkvg" cecekc" rckpvgf" kp" vjg" oquv" nqxgn{" ewtxguÓ on the screens [North 
1892a: p.222] as well as the gold over black paint which was subsequently applied to 
the doors and architrave of the North gallery, both have a distinctly orientalising feel. 
PqtvjÓu" wug" qh" hkpg" nceswgtgf" Lcrcppgf" htcogu"ykvj" kpugtvgf" uklver leaf mount, that 
have subsequently faded to look like ivory [Farley 2009] as part of the hanging 
scheme for her gallery, could also have been made directly as a consequence of her 
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visit to Japan. North is known to have purchased oriental egtcokeu"htqo"Òc"uweeguukqp"
qh"hcuekpcvkpi"ujqruÓ."yjkej"ujg"Òpgxgt"rcuugf"]È_"ykvjqwv"rkemkpi"wr"uqog"dgcwvkhwn"
nkvvng"ÐewtkquÑÓ [North 1892a: p.224]. North certainly painted two still lifes included in 
the North gallery that were clearly influenced by Japonisme. The paintings 0661, 
Study of Japanese Chrysanthemums and Dwarfed Pine [See figure 42], and 641, 
Japanese Chrysanthemums, Cultivated in this Country, which are hung in the Japan 
section of the gallery, depict chrysanthemums accompanied by Japanese vases. They 
are highly stylised paintings that look forward to later fin-de-sicle images from the 
1890s. North however, likened her work to chinoisere, and questioned the labeling of 
some chinoisere works as Japonisme [Farley 2011]0" PqtvjÓu" icnngt{" cpf" iqnf" ngch"
decoration work can be likened to Chinese designs and artistry on show at the 
Summer Palace in Beijing, including detailed beam work and individual literati 
paintings of nature placed strategically as banners around the walls and architraves 
[See figures 43, 44, 45 and 46].32 
Throughout the eighteenth and nineteenth centuries the form of the scientific 
garden was dominated by the work of the Swedish taxonomist Carl Linnaeus (1707-
9:+0"Nkppcgwu"jcf" Òycpvgf"vq"oake his country self-sufficient by cultivating foreign 
rncpvuÓ" ]Hctc" 4226<" r04:_0" Vq" hwtvjgt" vjku" cko." Nkppcgwu" fgxgnqrgf" c" pgy." jkijn{"
organised form of garden at the Uppsala University Botanical Garden which placed 
plants together in groups according to the structure of their reproductive parts in an 
cvvgorv" vq" Òtgeqtf" cpf" encuukh{" vjg" pcvwtcn" yqtnf" kp" kvu" gpvktgv{Ó0" Nkppcgwu" ycpvgf"
Ògxgt{"urgekgu"cxckncdngÓ"hqt"jku"rtqlgev"Ò]p_q"ocvvgt"jqy"uocnn."win{"qt"kpukipkhkecpv"
it might arrgct"vq"qvjgt"ictfgpgtuÓ"]Ywnh"2008: p.114]. Beginning with a modest 300 
                                               
32 According to Farley, the rcpgnu"qp" vjg"fqqtu"qh" vjg"Pqtvj"icnngt{" kpvgtkqt"ygtg" Òoctqhnctigf"qpvq"
ecpxcu" cpf" cvvcejgf" vq" vjg" fqqt" ykvj" vjg" ckf" qh" dgcfkpiÓ. Gilding was added to finish them off 
decoratively giving the viewer an appearance of their having been painted upon the door panel directly 
[Farley 2007].   
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species Linnaeus studiously transformed the Uppsala garden [See figure 47] from a 
ÒtcoujcemngÓ"chhckt"kpvq"Òqpg"qh"vjg"hkpguv"eqnngevkqpu"kp"GwtqrgÓ."uwduvcpvkcnn{"cnvgtkpi"
kvu"nc{qwv"dgvyggp"3965"cpf"3967"ykvj"vjg"jgnr"qh"UygfgpÓu foremost architect of the 
time Baron Carl Hreman [Blunt 2001: p.147]. In transforming the garden at Uppsala, 
yjkej" kpenwfgf" Òc" pgy"qtcpigt{" cpf" jqvjqwug." dqvj" hknngf"ykvj" gzqvkeu" htqo"cetquu"
the globe, as well as a large collection of American plants supplied by [the British 
dqvcpkuv_" Lqjp" DctvtcoÓ (1699-1777)." Nkppcgwu" enckogf" vjcv" jg" Òjcf" dtqwijv" vjg"
natural sciences to their higheuv" rgcmÓ" ]Ywnh" 422:<" r0335_0" Cnqpi" ykvj" the 
transformation of the Uppsala garden, Linnaeus published the Species Plantarum in 
1753, yjkej"ycu"Òc"uwtxg{"qh"cnn"rncpvu"mpqyp"vq"ocpÓ0"Vq"ocmg"vjku"uvwf{"Nkppcgwu"
enlisted botanists across the world who were asked to send him plants complete with 
flowers kpenwfkpi" Òvjg" eqorctcvkxgn{" tctgÓ" cu" ygnn" cu" vjqug" Òvjcv" jcf" pqv" {gv" dggp"
fguetkdgfÓ"]Wulf 2008: p.115]. 
NkppcgwuÓ"ghhqtvu"oc{"ygnn"jcxg"dggp" kphnwgpegf"d{"cp" kpvgtguv" kp"vjg"gzkuvkpi"
hqtocv" qh" ecdkpgvu" qh" ewtkqukv{0" Kp" c" ngvvgt" jg" fguetkdgu" Òvjg" rtgekqwu" cpf"fgnkijvhwn"
ecdkpgv"qh"ewtkqukvkguÓ"vjcv"jg"jcf"uggp"kp"Fgegodgt"394:"kp"vjg"wpkxgtsity library at 
Uppsala, which included a famous collection of dried plants made by Joachim Burser 
(1583-1639) a century earlier [Blunt 2001: p.30]. In one of the rooms in the living 
quarters of the Linnaeus house at Uppsala [See figure 48], there is also a room with 
botanical prints displayed upon the wall. Though not framed, these prints are placed 
cheek by jowl as if in a wonder chamber or cabinet with a framed painting of a 
monkey in the egpvtg"qh"vjg"rtkpvu0"NkppcgwuÓ home also contains a wallpaper segment 
depicting an oriental shadow box replete with objects [Fromup-vaz-Linns 
Hammarby (Sweden), Kew Archive, no date given: no page numbers given]. The 
garden at Uppsala, when viewed aerially, can be seen to take the form of 
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cabinet-like structure with its borders clipped and plants set into beaded arrangements 
as if confined by the finely turned corners of a wooden cabinet and each species 
housed in a section like a cabinet draw.  
If we look again at the North gallery, it is therefore possible to view its own 
rather crammed and eclectic bringing together of images and specimens as one that 
stands in relation to existing forms of visual display associated with cabinets of 
curiosity and wonder chambers, not just as part of deliberately aestheticised or semi-
aestheticised approaches to the showing of images and objects, but also more 
decidedly scientific and supposedly non-aestheticised forms of display. 
It is also possible to shed light on our understanding of the North gallery by 
looking forward and not just backwards to forms of visual display similar to those 
associated with cabinets of curiosities. The North Gallery is in many ways a typically 
cluttered Victorian space. It is crammed to bursting with paintings in a way that 
tguqpcvgu"ykvj"Òcp"koogpse, insatiable hunger for thkpiu"kp"vjg"tgcn"yqtnfÓ"]Itcjco- 
Dixon 1999: p.163]. Its design and contents do not, therefore, conform to the showing 
of artworks in modern white cube gallery spaces, where individual artworks are 
presented in uncluttered, visually neutral surroundings. That said it is nevertheless 
possible to trace telling similarities between the way images are displayed within 
North gallery as a latter day cabinet of curiosities and artworks by the twentieth-
century North American artist Joseph Cornell (1903-1972). 
Between the 1930s and 1970s, Cornell produced a series of artworks involving 
the showing of images and found objects within boxes or cabinet like structures that 
make direct and indirect reference to science and the natural world. In his work, 
Cabinet of Natural History: Object, 1934-1936-40, for example, Cornell clearly 
Òcempqyngfigf" vhe eighteenth egpvwt{Óu" htgg" uvcpfkpi" Ðecdkpgvu" qh" pcvwtcn" jkuvqt{Ñ"
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]È_" yjkej" jcf" ickpgf" rtqokpgpeg" coqpi" Ðpcvwtcn" rjknquqrjgtuÑ" cu" ygnn" cu"
physicians." rjctocekuvu." cpf" ejgokuvuÓ" yjq" Òfkurgpugf" ogfkekpgu" htqo" ujqr-front 
rjctocekguÓ0"Kv"ecp"cnuq"dg"wpfgtuvqqf"cu"ocmkpi"tghgtgpeg"vq"ÒÐvtcxgnkpi"crqvjgect{"
ejguvuÑ"]È_"qhvgp"hknngf"ykvj"jwpftgfu"qh"uocnn"ncdgngf"xkcnu.Ó"]Roscoe Hartigan 2007: 
p.147]. This use of vials, extended to Cornell labeling parts of his artwork as a 
scientist might [Waldeman 2002: p.29].  
Eqtpgnn"ycu"Òhcoknkct"ykvj"pcvwtcn"rjknquqrj{"cu"c"u{pvjguk¦kpi"yc{"qh"vjkpmkpi"
]È_"nctign{"vjtqwij"jku"oclqt"kp"igpgtcn"uekgpeg"cv"vjg"RjknnkrÓu"Cecfgo{Ó"kp"vjg"W0U0"
[Roscoe Jctvkicp"4229<"r088_0"Eqtpgnn"dgnkgxgf"vjcv"uekgpeg"ycu"Òc"pcvwtcnn{"urktkvwcn"
rjknquqrj{"tcvjgt"vjcp"c"tcvkqpcn"fkuekrnkpgÓ."cu"Òvjg"vgto"uekgpeg"rtqrgtn{"wpfgtuvqqf"
refers only to the laws of God and to his government of the Universe, inclusive of 
ocpÓ"]Roscoe Jctvkicp"4229<"r089_0"EqtpgnnÓu"urktkvwcn-scientific beliefs can be linked 
directly to discourses associated with the birth of the U.S. as a new nation-state during 
the late eighteenth and nineteenth centuries. Cornell, a Christian Scientist, chose from 
one of the many religions linked to pseudo-science in the United States that envisaged 
the U.S. at the centre of all things in the new world, enshrining the country as a new 
Eden. This foundational North American bringing together of science and theology 
ecp" dg"ykvpguugf" vjtqwij" vgzvu" uwej" cu"Ejctngu" EqndgtvÓu" A Measure of Perfection: 
Phrenology and the F ine Arts in America qh" 3:68." yjkej" qwvnkpgu" Òvjg" korcev" of 
Pseudoscience on nineteenth-century American cultutgÓ0"EqndgtvÓu book presented a 
Òwdkswkvqwu." kh" pqv" yjqnn{" tgurgevgf" vjgqt{Ó" vjcv" vjg" Jwfuqp" Tkxgt" Uejqqn" rckpvgt"
Asher B. Durand (1796-3::8+."cpf"Òc"jquv"qh"jku"ctvkuvke"eqpvgorqtctkguÓ"dgnkgxgf"vq"
dg"vjg"Òhqwpfcvkqp"hqt"c"pcvwtg"rjknquqrj{"itqwpfgf"kp"vjg"pqvkqp"vjcv"ocp"]È_"owuv"
gzkuv" kp" jctoqp{" ykvj" vjg" wpkxgtug" *qt" pcvwtg+" kp" qtfgt" vq" hnqwtkujÓ" ]Hgtdgt" 4229<"
p.64]. Cornell adapted the Duchampian ready-made as well as other artistic influences 
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that came into America from Europe during the twentieth century, including 
Surrealism and Dada, along with a growing interest among U.S. artists in eastern 
philosophies [Cornell Richter 2001: pp.40-42] to signify the continuation of this 
seminal conjunction of art and science.  
A similar view of science was also in place in Britckp"fwtkpi"PqtvjÓu" nkhgvkog0"
Gctn{"Xkevqtkcp" pcvwtcn" uekgpeg" kp"Dtkvckp"ycu" nkpmgf"fktgevn{" vq"vjg" Òyc{u" kp"yjkej"
knowledge of nature was constructed in theological, political, moral, aesthetic and 
igpfgt" vgtouÓ" ]QÓIqtocp"4222<"r0369_0"Dwv" kp"Dtkvckp."fwtkpi"PqtvjÓu" nkhgvkog"cpf"
beyond, it would become heavily overshadowed by the secular-scientific rationalism 
qh" FctykpÓu" vjgqt{" qh" gxqnwvkqp0" EqtpgnnÓu" ecdkpgvu" ecp" vjgtghqtg" dg" xkgygf" cu"
looking back to a pre-Darwinian view of science almost certainly shared by North; 
one that envisages science not simply as an objective, secularised means of gathering 
knowledge but also as something involving a universal sense of order and wonder. 
EqtpgnnÓu" qduguukqp" ykvj" ecdkpgvu" cu" c" ogcpu" qh" ctvkuvke" fkurnc{" cnnqyu" wu" vq 
make other interpretative connections with the North gallery. In many of his works, 
including The E lements of Natural Philosophy, 1936-37 [See figure 49], Cornell 
seeks to mimic the form of colonialist collections and curiosities. Cornell also 
appropriated aspects of Victoriana, which extended to him naming one of his works 
The Crystal Palace [Roscoe Hartigan 2007: p.94]; this preoccupation with Victoriana 
lead Cornell not only to a re-appropriation of historical space and its uses [Waldeman 
4224<" r0362_." dwv" cnuq" vq" vjg" ugngevkqp" qh" ctv" cpf" uekgpeg" cu" vjg" uwdlgev"qh" jku" Òhktuv"
codkiwqwu"dqzÓ"]Roscoe Hartigan 2007: p.14]. Cornell even created an artwork called 
The Garden Center, started in 1944, which was to be an ongoing project up and until 
the time of his death [Waldeman 2002: p.35] in 1973. Cornell played continually with 
vjg" vgto"ÒIctfgpÓ"gzvgpfkpi" jku" hcuekpcvkqp" vq"ejknftgpÓu"ictfgpu." uggkpi" vjg" Òfktgev 
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cpf"ugnh"fktgevgf" ngctpkpiÓ"qrrqtvwpkvkgu"ocfg"rquukdng"ykvjkp" uwej"urceguÓ [Roscoe 
Hartigan 2007: p.64]. 
The genealogy of the cabinet of curiosities can also be traced beyond Cornell to 
later artworks of a similar kind. British Pop artists of the 1960s such as Peter Philips 
(b. 1939), Joe Tilson (b. 1928) and Peter Blake (b.1932), who rncegf" ÒRqrÓ"qdlgevu"
within cabinet-like structures as did the American artist Jasper Johns (b. 1930). These 
three-fkogpukqpcn" uvtwevwtgu" eqpvckpgf" ewtkqukvkgu＿kpenwfkpi" dcfges, shop signs, 
ocvejdqzgu＿qhvgp" crrtqrtkcvgf" htqo" wtdcp" urcegu0" Rqr" ctvkuvu" cnuq" lwzvcrqugf"
pictorial glamour shots of pop stars and young actors as in Lqg"VknuqpÓu" rckpvkpi"A 
Box of Friends [See figure 50]0"Hwtvjgtoqtg."DncmgÓu"yqtm"ycu"cnuq" Òpquvcnike" and 
self-eqpuekqwun{Ó" Xkevqtkcp" ]Sandbrook 2006: p.74].33 DncmgÓu" Òfqoguvke" pquvcnikcÓ"
cnuq"Òuwkvgf"vjg"eqpvgorqtct{"hcujkqp"hqt"Xkevqtkcp"tgxkxcnkuoÓ"kfgcn"hqt"vjg"eqxgt"qh"
the Beatles album Uiv"RgrrgtuÓ"Nqpgn{"Jgctvu"Enwd"Dcpf of 1967. [Sandbrook 2006: 
p.74]. 
Today the artist Damien Hirst (b. 1965) openly admits that his work reflects 
upon cabinet-nkmg" hqtou"qh"uekgpvkhke"xkuwcn"fkurnc{0"Jktuv"tgecnnu"Òdgkpi"dnqyp"cyc{"
d{"vjg"pcvwtcn"jkuvqt{"owugwo" kp"NggfuÓ."ftcykpi"vjg"eqpenwukqp"vjcv"jg" Òycpvgf"vq"
ocmg" ctv" nkmg" vjcvÓ" ]Jktuv" 4232<" r07_0" JktuvÓu" yqrk Untitled (1996), for example, 
comprises a heart shaped support covered with butterflies stuck to its once freshly 
crrnkgf" inquu" rckpvgf" uwthceg＿c" yqtm" vjcv" gpecruwncvgu" vjg" vtcfkvkqp" qh" dwvvgthn{"
                                               
33 In 3;37."Octegn"Fwejcor"cttkxgf" kp"Pgy"[qtm." dtkpikpi"ykvj"jko"c" Òpkjknkuvke" cpf" cpvciqpkuvkeÓ"
attitude vq" Òeqpxgpvkqpcn" vtcfkvkqpu" kp" ctvÓ"oqtg"ykfgn{" cuuqekcvgf" ykvj" Gwtqrgcp"Fcfc" ]Ycnfgocp"
1992: p.135]. The Surrealist movement (many of whom had fled from Europe during the nineteen-
thirties as a result of the rise of fascism in Europe) also informed the work of many neo avant-garde 
American and European artists of the mid to late twentieth century, including US and British Pop 
artists of the 1950s and 1960s, such as Jasper Johns, Peter Blake and Joe Tilson, as well as the Fluxus 
movement of the 1960s-80s [Waldeman 1992: p.114]. This nihilistic response would exert an 
increasing influence on the American and European art scene of the later twentieth century, leading to 
the development of neo-Dadaist forms of art that would eventually overshadow formalist-abstraction 
forming the basis for what we would now see as postmodernist art.  
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eqnngevkpi"cpf" vjg"itcvwkvqwu"pcvwtg"qh" vjg" pcvwtcnkuvÓu" collection methods. Hirst has 
also made artworks that use glass cases or that collect objects together under glass.  
Examples of this include A Thousand Years (1990), which brings together a rotting 
animal head, a colony of flies and an insect-o-cutor in the playing out of a 
conspicuously deadly life cycle, and The Physical Impossibility of Death in the Mind 
of Someone Living (1991) in which the body of a dead Tiger shark is preserved by 
formaldehyde in a large glass tank. In 1994, Hirst also produced the work Away from 
the F lock (1994) [See figure 51], this time placing a lamb in formaldehyde within a 
glass case as if it were a scientific curiosity. In Isolated Elements Arranged for the 
Purpose of Understanding (1991), Hirst creates a cabinet that contains different 
species of fish all swimming in the same direction each isolated within its own glass 
fkurnc{"ecug"]Ujqpg"4223<"r0:9_0"Jktuv"jcu"cnuq"eqpvkpwgf"EqtpgnnÓu"crrtqrtkcvkqp"qh"
the drugs cabinet in artworks such as Holidays (1998) in which facsimiles of drug 
bottles are arranged taxonomically. As Richard Shone has indicated, these works can 
be understood to quote British nineteenth-century painting. Indeed, Shone had 
tghgttgf" vq" JktuvÓu" yqtm" cu" Òrtg- TcrjcgnkvgÓ" kp" kvu" fgvckn. in 200 mg Amiodarone 
Hydrochloride Fr.."]Ujqpg"4223<"r0:8_0"JktuvÓu"Away from the F lock is also redolent 
qh" Yknnkco" Jqnocp" JwpvÓu paintings The Hirel ing Shepherd (1851) and Strayed 
Sheep (Our English Coasts) (1852), which depict sheep, realistically in paint [See 
figure 52].  
The history of the cabinet of curiosities is one that pertains to both art and 
science. The North gallery, as a cabinet of curiosities, is consequently part of an 
aesthetic-scientific lineage that pre-dates vjg" icnngt{Óu" construction and that extends 
into the twentieth and twenty-first centuries in the form of artistic and scientific 
modes of display. The North gallery space is contestable because it is a focus for both 
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scientific and aesthetic contemplation and as such cannot be defined securely in its 
relation to either science or art.  
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Chapter Three 
 
M arianne North and the Pre-Raphaelites 
 
 
The Pre-Tcrjcgnkvg"Dtqvjgtjqqf"ycu"hqwpfgf" kp"3:6:0"Vjg"DtqvjgtjqqfÓu"ejkgh"cko"
was to defy all artistic conventions including the established teaching methods of the 
Tq{cn"Cecfgo{="eqpxgpvkqpu" vjcv." coqpi"qvjgt"vjkpiu."rncegf" Òcp"gorjcuku"qp" tkej"
ujcfqy"cpf"vqpg"cv"vjg"gzrgpug"qh"eqnqwtÓ0"Vjg"Rtg"Tcrjcgnkvgu"tgurqpug"ycu"vq"rckpv"
Òrgtxgtugn{" dtkijv" eqnqwtgf." gxgpn{" nkv" rkevwtgu" vjcv" crreared almquv" hncvÓ" ]Ncpfqy"
2005_0"Vjg" vgejpkswgu" wugf" d{" vjg"Dtqvjgtjqqf"jcf" cntgcf{" Òdggp" cpvkekrcvgf" d{" c"
pwodgt" qh" qvjgt" ctvkuvuÓ." uwej" cu"Yknnkco"Owntgcf{" *39:8-1863) of the Nazarenes, 
yjq" wugf" Òvjg" vgejpkswg" qh" rckpvkpi" kp" rwtg" eqnqwtu" qxgt" c" yjkvg" itqwpfÓ" ]Yqod 
2000: p.12]. The Brotherhood also tended away from the classicism of established 
academic art, embracing instead Gothic stylisations and medieval literary themes. 
Pre-Raphaelite medieval stylization was to become extremely fashionable during the 
latter half of the nineteenth century, influencing other aspects of the arts from 
Òctejkvgevwtg"vq"vjg"kpkvkcn"ngvvgtu"cpf"dqtfgtu"kp"RwpejÓ"]Ncodqwtpg"4227d<"r0454_0 
Vjg"DtqvjgtjqqfÓu" hqwpfkpi"ogodgtu" kpenwfgf"Yknnkco"Jqnocp"Jwpv" *3:4;-
1919), John Everett Millais (1829-1896), and Dante Gabriel Rossetti (1828-1882). 
Ncvgt."vjgtg"ygtg"hqwt"ÒpgyeqogtuÓ" to the brotherhood: Ford Maddox Brown (1821-
1893), [painter] James Collinson (1825-1881), [writer] Frederick George Stephens 
(1828-3;29+." Òyjq" jcf" pgxgt" eqorngvgf" c" rkevwtgÓ." cpf" ]etkvke_" Yknnkco" Okejcgn"
Rossetti (1829-3;3;+."yjq"ycu"IcdtkgnÓu" dtqvjgt" Òcpf pqv" cp" ctvkuv" cv" cnnÓ0" Kpkvkcnn{ 
Ford Maddox DtqypÓu"ogodgtujkr" jcf" deen opposed by Holman Hunt because he 
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ycu" rgtegkxgf" vq" dg" Òvqq" uvggrgfÓ" kp" vjg" cecfgoke" eqpxgpvkqpu that the Pre-
Raphaelites cu"c"itqwr"Òykujgf"vq"qxgtvjtqyÓ [Wood 2000: p.13].  
Vjg"ujqykpi"qh"Xcp"G{emÓu"Ctpqnhkpk"Ygffkpi"rqtvtckv."cv"vjg"Pcvkqpcn"Icnngt{"
kp"3:65＿yjkej" kp" vwtp." urwttgf"cpqvjgt" Òoclqt"gzjkdkvkqp"qh"gctn{" Kvcnkcp."Igtocp."
cpf"Pgvjgtncpfkuj"rckpvkpiÓ＿gzjkdkvgf"c"vtwvj"cdqwv"Òvjg"pcvwtg"qh"pcvwtgÓ"vjcv"ycu"vq"
be a crucial spur to the development of the Pre-Raphaelite movement [Gage 2007: 
p.41]. Even when producing highly romanticized paintings on medieval and literary 
themes, the members of the Brotherhood were always committed to the fidelity of 
nature [Wood 2000: p.12]. This fascination with natural detail was supported by 
changes in attitudes towards the collecting of art. During the mid nineteenth century, 
eqnngevqtu"ygtg"kp"c"Òuvcvg"qh"hnwzÓ"dgecwug"vjg{"ygtg"pq"nqpigt"Òftcyp"rtkoctkn{"htqo"
vjg" ncpfgf" igpvt{" cpf" ctkuvqetce{Ó0" Kputead, there was a new breed of merchant 
princes, and self-made men, who Òwished to see scenes rounded kp"vjg"okpwvguv"fgvcknÓ"
[Meyer 3;;4<" r034_0"PqtvjÓu" hcxqwtgf" rainter, William Henry Hunt had anticipated 
vjku" Òtgxgtgpeg" hqt" vjg"okpwvkcg" qh" pcvwtgÓ0" Lqjp" Htgfgtkem" Ngyku (1804-1876) also 
demonstrated a similar zeal for natural detail in his orientalist works [Wood 2000: 
p.12]. 
Fwtkpi"vjg"3:72u."hqnnqykpi"vjg"Gwtqrgcp"tgxqnwvkqpu"qh"3:6:."vjgtg"ycu"Òc"hgct"
qh" tgxqnwvkqpct{" ugetgv" qticpk¦cvkqpu" qt" dtqvjgtjqqfuÓ" ]Yqqf" 4222<" r035_." yjkej"
would have included the Pre-Tcrjcgnkvgu0" Cv" vjg" ucog" vkog." vjgtg" ycu" cnuq" Òcewvg"
eqpegtp" qxgt" vjg" ftkhv" vqyctfu" Tqocp" Ecvjqnkekuo" kp" vjg" Cpinkecp" EjwtejÓ"
]Ncodqwtpg"4227d<"r045:_."ngcfkpi"Twumkp"vq"fgenctg"vjcv"ÒDtkvkuj"ctvkuvu"]È_"ujqwnf"
not be painting figurative religious pictures, nor attempting to resurrect the Old 
Ecvjqnke"ctv"qh"ukipu"cpf"u{odqnuÓ0 
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The Catholick aesthetic did however have its champions. Among these was 
Augustus Pugin (1812-1852), whose architectural works include the Church of St 
Giles in Cheadle, Staffordshire [See figure 53], and the interior of the Houses of 
Rctnkcogpv0"Rwikp"enckogf"vjg"ÒIqvjke"ycu"iqqf"hqt vjg"uqwnÓ"cpf"saw the architecture 
of the middle-ages cu"c"ogcpu"ykvj"yjkej"Òvq"dgcv"vjg"Dtkvkuj"dcem"vowards a virtuous 
lifgÓ"]Itcjco"Dixon 1999: p.394_0"Rwikp"ycu"c"eqpxgtv"vq"Ecvjqnkekuo"cpf"Òycpvgf"vq"
reforo" Gpinkuj" ctejkvgevwtgÓ" vq" kvu" pre-reformation status [Graham Dixon 1999: 
r0394_0"RwikpÓu"gswcvkqp"qh"Ecvjqnkekuo"cpf"vjg"Iqvjke"uv{ng"Òycu"dcugf"qp"c"dgnkgh"kp"
their moral superiority, for many Romantics the nostalgia for Catholic pomp was 
cguvjgvkeÓ" ]Dncyney Brown 2001: p.391]. Pugin also wrote an architectural treatise, 
Contrasts in 1836. Twumkp."pgxgtvjgnguu."Òitgcvn{"fkunkmgf"yjcv"jg"ucy"cu"vjg"vckpv"qh"
Catholicism in Pre-Tcrjcgnkvg" ctvÓ＿rtgherring an approach to the making of art 
through Natural Theology [Graham Dixon 1999: p.176]. Despite this, plant drawing 
had been wvknk¦gf" urgekhkecnn{" hqt" vjg" Òrtqfwevkqp" qh" oqfgtp" qtpcogpvcn" yqtmÓ"
vtcegcdng"vq"RwikpÓu  Hnqtkcvgf"qtpcogpvÓ qh"Ò3:6;Ó"]Etwkse 2011: p.180]. 
The Pre-TcrjcgnkvgÓu"nqxg"qh"pcvwtcnkuo"cpf"vjg"Iqvjke"rgtogcvgf"vje latter half 
of the nineteenth century, profoundly influencing the aesthetic movement as well as 
other aspects of American and European art. The aesthetic movement was made up 
ejkghn{"qh"c"uocnn"itqwr"qh"Òrqgvu"]È_"rckpvgtu."ocmgtu. qt"vjkpmgtuÓ"yjq"nkxgf"ctqwpf"
Holland Park west and Chelsea. Like the Pre-Raphaelites, these individuals were 
Òwpkvgf"kp"vjgkt"qrrqukvkqp"vq"rtgxcknkpi"qtvjqfqzkgu"eqpegtpkpi"ctv"cpf"fgukipÓ"tcvher 
Òvjcp" kp" cp{" eqohqtvcdn{" ujctgf" xkukqp" qt" rtgekug" fghkpkvkqp" qh" vjg" dgcwvkhwnÓ"
[Calloway and Le Orr 2011: p.13]. The aesthete poet Charles Algernon Swinburne 
(1837-1909), who later declared himself a fan of the North gallery [Lambourne 
2005b: p.325], was one of the most prominent members of the aesthetic movement. 
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Uykpdwtpg"ycu"fguetkdgf"cu"c"Òoquv"gzvtcqtfkpct{"ocpÓ"yjq"gurqwugf"Òvjg"rqygt"qh"
Òdgcwv{"cpf"qtkikpcnkv{Ó"]Ncodqwtpg"4227d<"r0662_0"Uykpdwtpg"ycu"c" htkgpf"qh"Ngct"
and Edward Burne-Jones (1833-1898), [Lambourne 2005b: p.325]. Burne-LqpguÓu"
Laus Veneris *pqy"nquv+"ycu"dcugf"wrqp"Òrctcnngnu"vq"UykpdwtpgÓu"rqgouÓ"]Ecnnqyc{ 
and Le Orr 2011: p.46]. 
Some of the original members of the Pre-Raphaelite Brotherhood would go on 
to form a second wave of pre-Raphaelitism, one that included Edward Burne-Jones 
and that had Rossetti as its leader and had associations with William Morris (1834-
1896), who painted his Oxford Murals of 1857 and Queen Guenevere of 1858 very 
much in the Pre-Raphaelite manner. MorriuÓu" Ctvu" cpf"EtchvÓu" eqorcp{."Oqttku"("
Co., designed wallpapers, fabrics and tiles in a medievalist style. Morris also 
suggested that the Great Exhibition of 1851 was responsible for determining changes 
kp"Òvcuvg"]È_"rcvvgtp"cpf"crrnkgf"fgukipÓ0"Jg"rqkpvgf towards international examples 
and oriental ceramics that had exerted a huge influence on changes in art and craft 
rtqfwevkqp." ctiwkpi" vjcv" vjg{" jcf" Ògzrcpfgf" vjg" tgrgtvqktg" qh" vjg"Iqvjke" tgxkxcnkuvu"
into a greater acceptance of good design from other periods and ewnvwtguÓ" ]Etwkug"
2011: p.179]. 
This tendency towards cosmopolitanism in design was later expanded upon by 
Morris through the founding of the Kelmscott Press. The Kelmscott Press specialized 
in publications of medieval literature, such as The Canterbury Tales of 1896, which 
were accompanied by medieval style illustrations. Burne-Jones was to illustrate a 
number of these books and this was in turn to influence the work of the fin de sicle 
illustrator Aubrey Beardsley, including his Hamlet Patris Manem Sequitur of 1891 
[Calloway 1998: p.32]. The Newlyn School of the later Arts and Crafts Movement 
was also influenced by the Pre-Raphaelites [Wood 2000: p.152], despite the Pre-
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Tcrjcgnkvg" DtqvjgtjqqfÓu" vgejpkswguÓ" dgkpi" tgictfgf" d{" ocp{" cu" ÒgzvkpevÓ" d{" vhe 
1870s [Gage 2007: p.42].  
According to Christopher Wood writing in The Pre-TcrjcgnkvgÓu. the last phase 
of the movement, after 1890, had become more diffuse0"D{"vjku"uvcig"kv"Òjcf"dgeqog"
rctv" qh" vjg" xgt{" hcdtke" qh" Gpinkuj" ewnvwtgÓ" rgtogcvkpi" cnoquv" Ògxgry branch of the 
ctvuÓ0" Fgurkvg" vjku." uqog" ctvkuvu." uwej" cu" Lqjp" Yknnkco" Ycvgtjqwug" *3:6;-1917), 
Òtgockpgf" hckvjhwn" vq"vjg"ecwugÓ" ]Yqqfu"4222<"r036:_0"Cnvjqwij" vjgtg"ygtg"uv{nkuvke"
similarities between the work of the Pre-TcrjcgnkvgÓu"cpf"vjcv"qh"{qwpigt"crtists, there 
were also differences. The inclusion of classical forms is strongly characteristic of the 
work of latter day adherents to the Pre-Raphaelite style [Weeks 2008: p.20], bringing 
the movement back to the academic conventions it had once sought to overthrow. 
The impact of the Pre-Raphaelite movement upon the arts and culture of the 
latter half of the nineteenth century was profound. It is therefore reasonable to assume 
that North would have been very well aware of the Pre-Raphaelite Brotherhood and 
its influence. Indeed, North makes reference to the marriage of the great Pre-
Raphaelite beauty Mrs. Herbert, whom she wrote of when in Bombay on February 11, 
3:9:."nkmgpkpi"jgt"vq"Lwnkc"Lcemuqp"*pkgeg"qh"Lwnkc"Ecogtqp+"cpf"fguetkdkpi"jgt"cu"c"Òc"
very becwvkhwn"etgcvwtgÓ"]Pqtvj"3:9:<"*OP1313+"Ngvvgtu"vq"Ft0"Dwtpgnn_0"Yjcv"ku"oqtg."
Ngct." PqtvjÓu" htkgpf." jcf" cp" ctvkuvke" tgncvkqpujkr" ykvj" Jqnocp" Jwpv." yjkej" cnoquv"
egtvckpn{" kphqtogf" jku" ncvgt" kphnwgpeg" wrqp" PqtvjÓu" qyp" rckpvkpi0" Pqtvj" ycu" cnuq"
taught to paint by John Ballantyne (1817-1867) the successful Royal academician, 
who specialised in portraiture and who had painted Holman Hunt [Tromans 2008: 
r0327_0"Pqtvj"cnuq"dghtkgpfgf"c"eqwukp"qh"Oknncku"kp"Uctcycm"cpf"kv"ycu"vjku"ÒOt0"G0Ó"
who provided North with fqnkcig" vq" ftcy=" hqnkcig" vjcv" kpenwfgf" Òvjg" nctiguv" qh" cnn"
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pitcher-rncpvuÓ."yjkej"ujg"rckpvgf"cpf"ecvcnqiwgf"cu"c"pgy"urgekogp"cpf"yjkej"ycu"
named after her as Nepenthes Nortiana, by Joseph Hooker [North 1892a: p.238]. 
According to Jonathan Farley, North was distinctly anti-aesthetic in her 
approach toward the design of the North gallery, seeking instead a pre-aesthetic 
combination of classical styles [Farley 2008]. The North gallery does however appear 
to have applied elements that coincide with Morris & Co0Óu"Green Dining Room at the 
X(C."fgukipgf"cpf"gzgewvgf"kp"3:880"OqttkuÓu"tqqo"ycu"kpenwfgf"kp"vjg advertising 
of the exhibition The Cult of Beauty: The Aesthetic Movement, which was held at the 
V&A in 2011, in acknowledgement of its relationship to the aesthetic style. The 
fkpkpi"tqqoÓu" kpenwukqp"qh"tgevcpiwnct"rckpvkpiu"qh"iqnf-leafed plant forms and Pre-
Raphaelite styled figures cuts a decorative line between an aqua-green wooden dado 
and a light green finely patterned Morris wallpaper [See figure 54]. The overall affect 
is highly reminiscent oh"vjg"Pqtvj"icnngt{Óu"kpvgtkqt0 
According to the Kew Archive conservation department [Farley 2011], North 
was involved in the decoration of the Normansfield Theatre. The building, which 
houses the theatre, ycu"dwknv"kp"3:8:."vyq"{gctu"chvgt"vjg"qrgpkpi"qh"vjg"X(CÓu"Green 
Dining Room, by the physician John Lyndon Down. It was intended as a home for 
people with learning disabilities, allowing them to be cared for and educated at a time 
when most would have begp"rncegf" kpvq"cu{nwou"*FqypÓu" u{pftqog"vcmgu" kvu"pcog"
from Down). The theatre was built for the students to learn music and drama, music 
being cloug"vq"PqtvjÓu"jgctv"]Normansfield Theatre 2011] [See figure 55].  
The theatre includes paintings of aspects of the natural world, including birds, 
rendered partly in gold leaf that are similar to the door panels in the North gallery 
[See figure 56]. A pale green woodwork has been used, which brings the overall 
affect much closer to the Morris room than that of the North gallery interior. The 
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theatre is, however, serifited with images, also bringing it close to the overall design 
of the North gallery. North may have pursued the theatre project because her favourite 
artist, William Henry Hunt, had himself been a scene painter at a Drury Lane Theatre, 
[Smith 2011: p038_0"PqtvjÓu"yqtm"qp"vjg"Pqtocpuhkgnf"vjgcvtg, and the North gallery 
interiors can therefore be seen to have been part of a prevailing tendency towards pre-
Raphaelite influenced aestheticism. Indeed, the Normansfield theatre has been used in 
a recenv"hkno"xgtukqp"qh"Quect"YknfguÓ ÒVjg"Rkevwtg"qh"Fqtkcp"Itc{Ó"as a modern day 
signifier of aesthetic decadence [Parker 2010]. 
PqtvjÓu" wug" qh" qknu" cnuq" eqttgncvgu" ykvj" uqog" qh" vjg" Rtg-TcrjcgnkvgÓu" qyp"
exuberant colqwtcvkqp" cpf" crrnkecvkqp" qh" icwf{" vqpgu0" C" rckpvkpi" qh" PqtvjÓu" vjcv"
usually resides in Kew Library archive, exhibits a distinctly Holman Hunt like 
approach to colouration with its depiction of a magenta-violet, mountain scene on 
board. The crude under-drawing showing through the paint in this work reveals a 
shorthand technique often used by painters to gather additional information about a 
scene and its colouration in situ so that it may be completed later in a studio setting; a 
technique used by Lear, perhaps under the influence of Holman Hunt. It appears that 
North too made notes about her paintings in order to finish them off elsewhere. North 
oc{" jcxg" eqrkgf" Ngct"yjq" Òjcdkvwcnn{" ocfg" gngicpv" kpuetkrvkqpu" ctqwpf" vjg" nqygt"
parts qh"jku"ftcykpiuÓ"]Vtqocpu"4208<"r0329_."cu"pqvgf"d{"Pqtvj"fwtkpi"NgctÓu"uvc{"cv"
the North home.  
Other sketches by North reflecting a fascination with colour are also present in 
Kew Archives. Many of these painted sketches are somewhat abstract, perhaps 
referencing Turner. Indeed, in the case of image 038, (an unnamed painting) [See 
figure 57] the marks might even be described as impressionistic. North abstracts still 
further in this painting presenting a sunset over a cool flecked blue sea, with a 
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magenta coloured central zone accompanied by an orange flash that represents the sun 
setting in a yellow-blue-grey mackerel patterned sky. These paintings reflect elements 
of romanticism [See figures 58 and 59]. But they zing and pop with the vibrancy of 
late Turner rather than the cool absttcevkqpu"qh"Ecurgt"Fcxkf"HtkgftkejÓu"Òcnngiqtkecn"
ocppgtÓ"]Dncypg{"Dtqyp"4223<"r0373_0"Jgtg."PqtvjÓu"cduvtcevkqp"ctiwcdn{"eqkpekfgu"
ykvj"VwtpgtÓu"fguktg"vq"cttkxg"cv"c"Òu{pvjguku"qh"uwdlgev"cpf"ogcpkpiÓ"]Dncyney Brown 
2001: p.160]. This synthetic approach ku" cickp" xkukdng" kp"PqtvjÓu" umgvejdqqm" kocig"
027b, (an unnamed painting) with its pale, yet colourful red skies accompanied by 
gold sand and rocks ebbing into the sea, evoking watercolours by Turner such as The 
Scarlet Sunset (c.1830-40) [See figure 60]. There is no finesse present in PqtvjÓs 
works and they are often daub-like and mannered. 
In these small sketches, North would appear to have attempted what Landseer 
tghgttgf"vq"kp"tgncvkqp"vq"VwtpgtÓu"yqtmu"cu"vjg"rtqfwevkqp"qh"Òrkevwtgu"qh"nkijv"kvugnhÓ0"
Turner achieved the effect of light first through contrast then gradually by eliminating 
shadow and eventually through colour alone [Meyer 1992: p.118]. Turner was, unlike 
Pqtvj." jqygxgt" Òtgoctmcdn{" wpkpvgtguvgf" kp" vjg" uwduvcpeg" qh" ncpfuecrgÓ0"Jku" Òvtggu"
are uejgocvkeÓ" cpf" jku" Òrncpvu" ctg" tctgn{" tgeqipk¦cdngÓ"ykvj" Ò]q_pn{" oqwpvckpu" ]È_"
cnnqygf"eqpxkpekpi"ocvgtkcn"hqtoÓ0"Vwtpgt"ycu"wntimately more interested in climate 
[Blayney Brown 2001: p.160].  
These bright and courageous sketches by North, though not entirely confident in 
their handling, do suggest an awareness of the artistic experimentation of her 
eqpvgorqtctkgu0"PqtvjÓu"wug"qh"eqnqwt"fqgu"jqygxgt"uwiiguv"c"ejknf-like and in many 
ways untutored vision; one that exhibits neither good colour mixing practices, nor a 
capacity for fiddly technique. North refrained from mixing her colour on a palette, 
deciding instead to paint directly onto the support, mixing the colour as she went 
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along. It was a technique that she applied to all of her paintings regardless of finish or 
scale [Farley 2006]. The IctfgpgtÓu"Ejtqpkeng uvcvgu"vjcv"Pqtvj"ocfg"wug"qh"Ò]n_kvvng"
qt"pq"ogfkwoÓ"ykvj"vjg"eqnqwtu"cpf"vjg"vkpvu"dgkpi"wugf"lwuv"cu"vjg{"ygtg"Òrtguugf"qwv"
qh" ]È_" vwdguÓ0"Oqtgqxgt." pq" vwtrgpvkpg" ycu" wugf" hqt" vjg" engcpkpi" qh" dtwshes they 
ygtg"Òogtgn{"ykrgf"engcp"ykvj"c"rkgeg"qh"tciÓ"]Ejtqpkeng"3::4<"rp.736-765]. 
Ceeqtfkpi" vq" Hctng{"PqtvjÓu" eqnqwt" rcngvvg"ycu"oqfgtp" cpf" eqwnf" ygnn" jcxg"
been influenced by the Impressionist movement, especially in relation to the painting 
of shadows [Farley 2011]. As a young woman, North recorded her colour perceptions 
during a trip to the Middle-Gcuv0" Ujg" fguetkdgu" c" Òtkxgt" qh" vjg" oquv" kpvgpug" dnwgÓ."
referring to green shadows cpf" ucpf" vjcv" ycu" qh" c" Òoquv" fc¦¦nkpi" crtkeqv" eqnqwtÓ0"
North declared that these colour combinations were impossible to imitate, but liked 
jgt"Òqyp"etwfg"cvvgorvu"kp"rwtg"vkpvu"dgvvgt"vjcp"qwt"cecfgokcp"htkgpfÓu"wuwcn"okzvwtg"
qh" Rtwuukcp" dnwg." Xcp" F{mg" dtqyp." rkpm." cpf" {gnnqy" qejtgÓ" ]Pqtvj" 3:;5<" r0362_0"
Yjkng"PqtvjÓu" fguetkrvkqn is in keeping with impressionist colour schemes it could 
just as easily be read as one of Pre-Raphaelite or Turneresque colouring. It is perhaps 
yqtvj"pqvkpi"vjcv"cv"vjku"rctvkewnct"rqkpv"fwtkpi"PqtvjÓu"vtkr"vq"vjg"Okffng-East, Lear 
had met up with the North family [North 1893: p.142]. Farley argues that the 
impressionists may have visited Hastings to paint, as the town was a hub for artists, 
thereby making it possible for North to have met and fraternized with at least some of 
them [Farley 2011]. However, this is a highly speculative proposition, as North would 
jcxg"jcf"vq"jcxg"ogv"kortguukqpkuv"ctvkuvu"dghqtg"jgt"hcvjgtÓu"fgcvj"kp"3:8:"yjgp"ujg"
decided to close the family home in Hastings and before her first visit to the U.S. in 
1871. Indeed, by 1871 Claude Monet (1840-1926), had not yet exhibited his 
Impression-Sunrise of 18720"PqtvjÓu"wug"qh"c"rqtvcdng"gcugn"cpf"rckpvu"kp"vwdgu"fqgu."
however, link her practice technically to that of the impressionists. Portable easels had 
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been used from the early nineteenth century onwards as a travelling companion 
containing paints [Ayers 1985: p.97] and a small ivory palette only four inches across, 
vjgtgd{"gpcdnkpi"vjg"ctvkuv"Òvq"okz"eqnqwtu"qpto a surface, and at a scale appropriate to 
their workÓ [Ayers 1985: p.107]. 
Kp" ocp{" tgurgevu." PqtvjÓu" rckpvkpiu" cfjgtg" vq" Jqnocp" JwpvÓu" crrnkecvkqp" qh"
eqnqwt"cpf" vgzvwtg." hqt"gzcorng"Jqnocp"JwpvÓu" rckpvkpi" The Scapegoat of 1854-55 
[See figure 61]. PqtvjÓu"ejqkeg"qh" vjg"xkqngv-end of the colour spectrum can also be 
linked to painterly techniques first pioneered by Ford Maddox Brown [Tromans 2008: 
pr032:_0"Vjku"vgpfgpe{"kp"rckpvkpi"ycu"tghgttgf"vq"cu"vjg"ÒFt{"UejqqnÓ"d{"Fgncetqkz. 
who admired the Pre-Raphaeliteu" Òhggnkpi" hqt" vtwvj" vqyctfu" yjcv" ku" tgal and 
characteristic in detailÓ" ]Ncodqwtpg" 4227d<" r0468_. Delacroix also admired English 
ncpfuecrg" cpf" kvu" ocmgtuÓ" crrnkecvkqp" qh" ftcykpi" ]Fgncetqkz" 3;;7<" r0522_0" Kp" c"
dissertation written at Aberdeen University in 1993, Elizabeth Bracegirdle suggests 
vjcv"Ngct"ycu"Òfgrtguugf"d{"vjg"fqnghwn"uwdlgev"ocvvgtÓ"qh"The Scapegoat [Bracegirdle 
1993: p.9]. Holman Hunt also later confeuugf" vq"hkpfkpi" vjg"rckpvkpiÓu" ujtknn colour 
rather absurd [Gage 2007: p.42]. 
Jqnocp"JwpvÓu"wpfgt-paintings on display in The Lure of the East exhibition at 
Tate Britain in 2008 show a severe, dry application of paint that his over painting and 
finishing skills build upon. North, was criticized by Blunt, for her use of an extremely 
dry paint application [Blunt 1978: p.185] revealing similarities between, The 
Scapegoat cpf" PqtvjÓu" igpgtcn" rckpvkpi" uv{ng0" PqtvjÓu" rckpvkpiu" cnuq" kpxqnxgf" c"
ukoknct" Ògzrnqtcvkqp" qh" vkpvgf" ujcfqyÓ" ]Vtqocpu" 422:: p.108] found in many of 
Jqnocp"JwpvÓu"yqtmu0"Vjku"gzrnqtcvkqp"ecp"dg"hqwpf"kp"PqtvjÓu"rckpvkpi"2257."View 
of the Jesuit College of Caracus, Minas Geraes, Brazil [See figure 62], a Himalayan 
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mountain scene with a violet and pink sky over looking a terrain of trees in detail with 
the college placed viewer side left.  
North was certainly an admirer qh" Jqnocp" JwpvÓu" The Scapegoat, citing the 
painting in her dairies. North wrote of walking up to the top of a hill in Palestine in 
1866 yjgtg"ujg"ucy"Òvjg"yqpfgthwn"tgf"cpf"rwtrng"uwpugv"enqwfu"tqnn"qxgt"vjg"Fgcf"
Sea, and the deep dark mountains beyond reminding us of Holman JwpvÓu"yqpfgthwn"
rkevwtg"qh" vjg"UecrgiqcvÓ0"Pqtvj"eqpenwfgu"vjcv" kv"ycu"Òrgtjcru"vjg" hkpguv"qh"oqfgtp"
Gpinkuj" rkevwtguÓ" ]Pqtvj" 3:;5<" p0385_0" Vjg" uv{nkuvke" kphnwgpeg" qh" Jqnocp" JwpvÓu"
Scapegoat ecp"egtvckpn{"dg"hgnv"kp"tgncvkqp"vq"PqtvjÓu"Rckpvkpi"2257. View of the Jesuit 
College of Caracos, Minas Geraes, Brazil and 00351, View of the mountains from the 
railway between Durban and Maritzburg, Natal [See figure 63], which echoes the 
shape of the mountainscape in The Scapegoat as well as the vastness of Holman 
HwpvÓu"landscape. 
Kp"PqtvjÓu"rckpvkpi"2553"qh"vjg"Temple of Tanjore, Southern India [See figure 
64]."vjgtg"ctg"gejqgu"qh"Jqnocp"JwpvÓu"rckpvkpi"The Sphinx, Giza, Looking towards 
the pyramids of Saqqara of 1854 [See figure 65]0"PqtvjÓu"tgpfgtkpi"qh"vjg"dwknfkpiÓu"
rough-jgyp" ycnnu" gejqgu" Jqnocp" JwpvÓu" fgrkevkqp" qh" vjg" octmu" cpf" tkfigu" cpf"
igqnqikecn"uectkpi"qp"vjg"UrjkpzÓu"fgec{kpi"uwthceg0"Jqnocp"JwpvÓu"fgekukqp"vq"rckpv"
the rear view of the Sphinx enables this comparison, since it appears like a great rock 
ip"c"fgugtv"cpf"pqv"c"ocpwhcevwtgf"ncpfoctm0"Jqnocp"JwpvÓu"rckpvkpi"cnuq"kpenwfgu"c"
upcmg0" Jqygxgt." vjg" upcmg" kp" Jqnocp" JwpvÓu" rckpvkpi" ku" u{odqnke." yjgtgcu" kp" c"
North painting it would simply be a record of scientific fact. Another difference 
between the wqtm" qh" Jqnocp" JwpvÓu" cpf" vjcv" qh" Pqtvj" ku" vjcv" vjg" ncpfuecrg"
dcemitqwpfu"kp"Jqnocp"JwpvÓu"rckpvkpiu"ugtxgf"cu"c"ugvvkpi"hqt"pcttcvkxg"qt"u{odqnke"
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scenes, whereas North projected nature to the very fore-front of her paintings simply 
as a visual record. 
The methodical approach of the Pre-Raphaelites was not wholly empirical. 
Pgxgtvjgnguu" vjg{" fkf" cvvgpf" vq" fgvcknu" vjtqwij" vjg" Òu{uvgocvke" tgikuvtcvkqp" qh"
qdugtxgf" hcevuÓ" cpf" Òc" eqpukfgtcvkqp" qh" pcvwtgÓ" cu" kh seen for the very first time 
[Hoozee 2007a: p.12]. The Pre-Tcrjcgnkvgu"dgnkgxgf"kp"Òvcmkpi"kphkpkvg"rckpuÓ"kp"qtfgt"
vq"Òuweeggf"kp"rkppkpi"fqyp"pcvwtgÓ"]Ncodqwtpg"4227d<"r032;_0"Yjgp"tgswktgf."vjg{"
kpukuvgf"qp"yqtmkpi" Òqwv"qh"fqqtu"fktgevn{" ]È_"cu"c"ogcpu"qh" uvwf{kpi"oqtg"fggrn{"
NatureÓu principles of desiipÓ"cpf" kp"qtfgt"vq" Òguecrg" vjg"eqpxgpvkqpcn" vtgcvogpv"qh"
ncpfuecrg"dcemitqwpfuÓ"]ncodqwtpg"4227d<"r0328_0"Vjku" kphkpkvg" vcmkpi"qh"rckpu"fkf."
however, often work against the completion of paintings in situ. The Pre-Raphaelites 
chosen method of painting was labourious and in actuality worked against certain 
kinds of picture making [Gage 2007: p.41] especially detailed, large scale works. 
Holman Hunt, for example, was unable to complete the landscape of The Scapegoat 
out of doors allegedly due to the Dead Sea area being surrounded by thieves 
something, which forced him to finish the painting in Jerusalem with final touches not 
being made until he was back in London. [Gage 2007: p.42]. 
In his second volume of Modern Painters (1843-60), Ruskin advised artists to 
Òhqnnqy"pcvwtg"]È_"tglgevkpi"pqvjkpi."ugngevkpi"pqvjkpi."cpf"ueqtpkpi"pqvjkpiÓ"cu"vtwvj 
was to be found there [Mancroft 2003: p08_0"Ocp{"qh"Jqnocp"JwpvÓu" kfgcu"jcf"vjgkt"
basis in nature and in the preceding Romantic MovementÓu" kfgas on the picturesque. 
The Pre-Raphaelites had accordingly declared the sciences as exact. They argued that 
ukpeg"vjku"Òcfjgtgpeg"vq"hcev"cffgf"uq"owej"vq"vjg"mpqyngfig"qh"ocp"kp"uekgpegÓ"yj{"
Òoc{"kv"pqv"]È_"cuukuv"vjg"oqtcn"rwtrqugu"qh"vjg"ctvuÓ"]Icig"4229: p.41].  
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FctykpÓu" vjgqties on evolution and other new scientific discoveries, would, 
however, start debates challenging the existence of a divinely inspired natural order. 
Vjg" Òdcuke" vtwvj" qh"IgpgukuÓ" jcf" cntgcf{" dggp" swguvkqpgf" vjtqwij" tcfkecn" uekgpvkhke"
thoughts formulated in 1795 by the Scottish geologist James Hutton (1726-1797), 
who had argued in History of the Earth that the Òimmense forces that had formed 
mountains, carved out valleys, rivers, lakes and other geo-physical features of the 
rncpgvÓ would have taken millions of years to do their work, an estimate that was 
much longer than the then current belief that the earth was approximately 6,000 years 
old [Trumble 2007: p.321]. As a consequence, changes in thought and practice were 
brought about not only with regard to the relationship between science and religious 
hckvj" dwv"cnuq"dgvyggp"ctv"cpf" tgnkikqp0"Vjgug"ejcpigu" Òkorqugf" tgcn" dcttkgtu" vq"vjg"
rtcevkecn"ceegrvcpeg"qh"hckvjÓ"d{"uqog"ctvkuvu."kp"uqog"ecugu"urwttkpi"vjg"swguvkqp"qh"c"
Òugrctcvkqp" qh" ctv" cpf" oqtcnkv{Ó" ]Uvwtgis 1998: pp.315-316]. The Pre-Raphaelite 
Brotherhood produced paintings that still adhered to a religious world-view, often in 
vjg" hqto" qh" hcdngu" qt" jqoknkgu0" Eqpukfgt" jgtg." hqt" gzcorng." Jqnocp" JwpvÓu" The 
Scapegoat, and The Light of the World (1851-3). The Brotherhood was, however, 
acutely conscious of the amorality of their own times, which had included the hungry 
forties cpf"c"rtqhqwpf" kpetgcug" kp"rtquvkvwvkqp" *cu"ykvpguugf" d{"Jqnocp"JwpvÓu" The 
Awakening Conscience of 1853) [Wood 2000: p.12]. The premise of male dominance 
ycu"gzrnqtgf" kp"OknnckuÓu painting of Ophelia (1852) [See figure 66]. This painting 
can be read as a blurring of the boundaries between a high moralising art and science, 
since it includes a somewhat Darwinian portrayal of a victim of circumstance. At the 
ucog"vkog"dqvcpkuvu"ftgy"vjgkt"uvwfgpvuÓ"cvvgpvkqp"vq"vjg"rckpvkpi."uq"vjcv"vjg{"okijv"
study its remarkably detailed representation of English f lora [BBC Pre-Raphaelites 
2010b]. 
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Despite the technical challenges posed by the Pre-Raphaelites attention to 
natural detail and the challenges to conventional morality posed by a Darwinian view 
of the natural world, Ruskin nevertheless championed the work of the Pre-Raphaelites 
and in particular the work of Millais. Ruskin commissioned Millais to paint his full-
length portrait in 1854 [See figure 67]. He also painted alongside Millais, often 
concentrating upon the detail of geological structures. Though, instead of oils, Ruskin 
chose to paint in watercolour [BBC Pre-Raphaelites 2010b]. TwumkpÓu" rctvkewnct"
interest in Millais may have been an acknowledgement of the differences between 
OknnckuÓs early painting style and that of the other members of the Brotherhood one, 
which demanded an exhaustingly meticulous truth to nature. 
Ruskin himself had a continuing fascination with eroded rock, as evidenced by 
his painting of Chamonix: Rocks and vegetation of 1854 [See figure 68]. Ruskin 
eqpuvcpvn{"Òuqwijv"ctvkuvu"vq"tgrtgugpv"oqwpvckpu"cpf"igqnqikecn"uwdlgevu"ykvj"ectghwn"
attention to the physical mechanisms that had operated upon these landscapesÓ 
[Howarth-Booth 2007<"r048;_0"TwumkpÓu"kpvgtguv"kp"tqemu"ecog"htqo"kpkvkcn"uvwfkgu"jg"
jcf" ocfg" kp" ÒQzhqtf." ]È_" wpfgt" vjg" fkuvkpiwkujgf" igqnqikuv" Yknnkco" DwemncpfÓ"
(1784-3:78+0" Dwemncpf" Òuwrrqtvgf" c" pgy" theory, proposed in 1840 by the Swiss 
naturalist Louis Agassiz (1807-1873), which contended vjcv" Òvjg" oqwpvckpu" qh"
Ueqvncpf"]È_"jcf" kp"xgt{"cpekgpv" vkogu"dggp"uwdlgevgf"vq"vjg"koogpug"rtguuwtg"cpf"
movement of an ice-ujggv"eqxgtkpi"oquv"qh"GwtqrgÓ"]Ycnvqp"4000: p. 67].  
On her trip to the U.S.A. in 1871, North was befriended by Mr. Agassiz and his 
wife ]Pqtvj"3:;4c<"r06:_0"Pqtvj"tgrqtvu"vjcv"vjg"Cicuuk¦Óu"ygtg"cv"vjg"vkog"qticpkukpi"
cpqvjgt"xq{cig." vjku" vkog"vq"vjg"ÒEcrg"Jqtp"cpf"vjg"Uvtckvu"qh"Ocignncp"vq"Junt for 
rtgjkuvqtke" hkujÓ"]Pqtvj"3:;4c<"r06;_0"Otu0"Cicuuk¦"ycu"vq" kphqto"Pqtvj"qh"jgt"qyp"
famous Amazon expedition and promised her letters of introduction there if she ever 
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decided to visit [North 1892a: p.49]. Mr. Agassiz had earlier procured a subsidy from 
the Prussian Government in 1846 to explore in America. Upon his arrival Charles 
Lyell (1797-1875), jcf"Òugewtgf"jko"vjg"qrrqtvwpkv{"vq"ikxg"c"eqwtug"qh"ngevwtgu"cv"vjg"
Nqygnn" KpuvkvwvgÓ" ]Gogtuqp" 3;3:<" r052_0" N{gnn." yjq" ytqvg" Principles of Geology 
(1830-33), was also a friend of Darwin, Hooker and indeed knew of Ruskin [Trumble 
2007: pp.321-544_0"PqtvjÓu"qyp"rckpvkpi"ecp" vjwu" dg" uggp" vq"jcxg"qxgtncrrgf"ykvj"
that of the Pre-Tcrjcgnkvgu"dqvj" kp"uv{nkuvke" vgtou"cpf" kp"vgtou"qh"vjg"DtqvjgtjqqfÓu"
attempt to bring art together with science. Unlike the Pre-Raphaelites however, North 
as a scientific illustrator and as a confirmed atheist was not unduly troubled by the 
difficulties posed to conventional artistic morality by the rise of a new Darwinian 
view of the natural world.   
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                                                Chapter Four 
 
Octkcppg"PqtvjÓu"Rckpvkpi"cu"Dqvcpkecn"Knnwuvtcvkqp 
 
 
Throughout western history images have been subordinated consistently to words. As 
W.J.T. Mitchell, writing in Iconology, Image, Text, Ideology." kpfkecvgu" Òtjgvqtkecn"
oqxguÓ"qeewttgf"kp"Òvjg"eqpvguv"dgvyggp"vjg"kocig"cpf"vjg"yqtfÓ"tgrgcvkpi"Òvjg"cig-
old qucttgn"dgvyggp"pcvwtg"cpf"ewnvwtgÓ"cu"ykvpguugf"kp"RncvqÓu"Cratylus. As Mitchell 
cnuq"ocmgu"engct."Òyjgp"vjg"eqpxgpvkqpcnkv{"qh"ncpiwcig"ku"kpxqmgfÓ"vq"ocmg"vjg"ecug"
hqt"vjg"kocigÓu"uwdqtfkpcvg"rqukvkqp"vq"rqgvt{."Òvjg"ctdkvtct{"ukip"dgeqogu"c"vqmgp"qh"
our htggfqo" htqo" cpf" uwrgtkqtkv{" vq" pcvwtgÓ" dgecwug" kv" ku" wpfgtuvqqf" vq" ukipkh{"
Òurktkvwcn." ogpvcn" vjkpiu." kp" eqpvtcuv" vq" kociguÓ" vjcv" ecp" Òqpn{" tgrtgugpv" xkukdng."
ocvgtkcn"qdlgevuÓ"]Okvejgnn"3;;8<"rr09:-79]. However, as Mitchell goes on to argue, 
when viewing a visual artwork what one sees is not always clear or transparent 
dgecwug"xkgykpi"c"xkuwcn"ctvyqtm"ku"oqtg"eqornkecvgf"vjcp"ukorn{"Òqrgpkpi"{qwt"g{gu"
cpf"uggkpi"qdlgevu"kp"vjg"yqtnfÓ"]Okvejgnn"3;;8<"r0:7_"Kv"vqq"kpxqnxgu"vjg"ogfkcvkqp"qh"
ncpiwcig＿pqv"vjcv qh"yqtfu."dwv"qh" kocigu"cu"eqpuvtwevgf"ukipu＿cpf" vjgtghqtg" vjg"
necessity of active interpretation. 
         A translation therefore occurs whereby critics and art historians produce 
readings of images through the use of words [Rose 2001: p.10]; readings that often 
make reference to the image as a text [Mitchell 1996: p.78]. In Visual Methodologies, 
Gillian Rose cites Delacroix, who argued that while otjgtu"oc{"tghgt" vq"c"rckpvkpiÓu"
narrative quality or the life of an artist and the biographical nature of pckpvkpiu."Òyjgp"
rckpvgtu" vcnm" cdqwv" rckpvkpi" vjg{" vcnm" cdqwv" rtqeguuÓ" ]Tqug" 4223<" r032_" Fgncetqkz"
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condemned the writings of critics and historians because he believed the outsider did 
not understand art language, preferring to translate it through an illustrative narrative 
vjcv" Òqhvgp"eqorngvgn{"okuugu" vjg"rqkpv"qh" hqto." hnqy." hwpevkqp" cpf"cguvjgvkeu"qh" cp"
ctvkuvke"mkpfÓ"]Tqug"4223<"r032_0"Kp"ujqtv."vjg"ocmkpi"qh"kocigu"ecp"dg"wpfgtuvqqf"vq"
involve the use of visual languages that can be both written or spoken about and 
articulated on their own terms. 
During the nineteenth century there were conventionally recognised differences 
between art and scientific forms of representation. Although art and scientific 
illustration both maintained the importance of truth to nature, art for the most part did 
so with an eye to presenting the ideal as truth, while scientific illustration aspired to 
an unmediated form of objective visual representation. This distinction placed 
scientific illustration in a subordinate position to art as the latter aspired through its 
idealism to the poeticism of the word. North intended that her botanical paintings 
would stand principally as objective records of the visual world rather than as poetic 
works of art. In doing so, she effectively conformed to an established subordination of 
images to words by considering herself a maker of images that would objectively 
tgikuvgt" xkuwcn" hcevu" ykvjqwv" vjg" kpvgtxgpvkqp" qh" nkpiwkuvke" eqpxgpvkqpcnkv{0" PqtvjÓu"
paintings are, however, far from being transparently objective, combining as they do 
high art and scientific modes of representation. This combining of artistic and 
uekgpvkhke"oqfgu" ukipkhkecpvn{" rtqdngocvkugu" vjg" pqvkqp" vjcv"PqtvjÓu" rckpvkpiu" ctg" kp"
any sense neutral and/or objective. Hence, the difficulty that botanists and art 
jkuvqtkcpu" jcxg"gzrgtkgpegf" kp" vt{kpi" vq"rnceg"PqtvjÓu"rckpvkpi"fghkpktively as either 
art or science. 
As Sheffield indicates." gxgp" Ò]f_wtkpi" vjg" pkpgvggpvj" century there was some 
eqphwukqp"qxgt"vjg"ncdgnkpi"qh"PqtvjÓu"cevkxkvkguÓ."yjkej"jkijnkijvgf"gzkuvkpi"Òvgpukqpu"
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dgvyggp"]È_"ctvkuvt{"cpf"uekgpvkhke"cewogpÓ"]Ujghhkgnf"4201: p.106]; and this despite 
PqtvjÓu"qyp"fgukre to be part of the nineteenth-century scientific project.  
        What is more, it should not be assumed, as Mitchell indicates, that objective 
xkuwcn"tgrtgugpvcvkqp" ku" kp" hcev"rquukdng0"Yjcv"PqtvjÓu"eqpurkewous combining of art 
cpf" uekgpeg" ctiwcdn{" fqgu" ku" vq" tgxgcn" dqvcpkecn" knnwuvtcvkqpÓu" kpguecrcdng" fgdv" vq"
artistry and therefore to visual linguistic conventionality.  
Kp" cffkvkqp" vq" cnn" qh"yjkej" kv" ku" korqtvcpv" vq" tgeqipkug" vjcv"PqtvjÓu" rckpvkpiu"
were produced in relation to particular concrete circumstances. As Sheffield states, 
ÒPqtvj" fkf" pqv" gplq{" jgt" vtcxgnnkpi" cpf" rckpvkpi" gzrgtkgpegu" rwtgn{" qp" cguvjgvke"
itqwpfuÓ0"Kpuvgcf"ujg"Ò]u_qwijv"pqv"qpn{"vjg"ejcnngpig"qh"rckpvkpi"qwv-of-doors, which 
in itself wau" hwnn" qh" rkvhcnnu" cpf" fkhhkewnvkguÓ" dwv" cnuq" vq" Òugv" jgtugnh" vcumu" yjkej"
ejcnngpigf" jgt" ctvkuvke" cdknkv{Ó" ]Ujghhkgnf" 4223<" r0;8_0" PqtvjÓu" rckpvkpiu" ygtg"
therefore shaped in part by the immediate conditions of their production and not just 
by established visual linguistic convention. 
Representations of the natural world have been traced back to early cave 
paintings in places such as Altamira and Lascaux. In Images of Science: a History of 
Scientif ic Illustration, Brian J. Ford claims that these prehistoric kocigu"dgnqpi"Òpqv"
]vq_"ctv"dwv"uekgpegÓ."ukpeg"ocp{"rqtvtc{"vjg"Òowueng"uvtwevwtg"kp"cpkocnu"cpf"jwpvgtuÓ0"
Ford also states that these images were used for ritualistic purposes because many are 
in deep caves in often, inaccessible locations. They could not therefore have been for 
general display or decoration, he suggests, but must have been revealed only to 
initiates by the elders of tribal communities [Ford 1993: p.7]. The images of animals 
and hunters made during prehistoric times may have been made for ritualistic 
purposes, linking humans magically to their prey by way of pictorial likeness, but 
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they were certainly not scientific in purpose. Prehistoric peoples were not scientists in 
any recognisably modern sense. 
In The Art of Botanical Illustration, Blunt and Stern refer to a series of 
limestone bas-tgnkghu"kp"c"Òuocnn."tqqhnguu"jcnn"cv"vjg"gcuvgtp"gpf"qh"vjg"itgcv"vgorng"qh"
Vwvjoquku" KKK" cv" MctpcmÓ." fguetkdkpi" vjgo" cu" vjg" gctnkguv" tgrtgugpvcvkqpu" qh"
Òhnqtkngikwo"mpqyp"vq"wuÓ"and therefore unique [Blunt and Stern 2000: p.30].34 These 
reliefs function was as architectural decoration rather than as botanical illustrations, 
however. According to Sherwood writing in A New Flowering."vjg"Òuekgpvkhke"uvwf{"qh"
plants began in the sixth century BC in the GreekÎurgcmkpi" Kqpkcp" ekvkguÓ" cpf"ycu"
Òftkxgp" ]È_" d{" vjg" geqpqoke" cpf" uqekcn" korgtcvkxgu" qh" citkewnvwtg" cpf" ogfkekpgÓ"
[Sherwood 2005: p.190]. The first realistic depictions of botanical specimens can be 
dated back to the Islamic invasion of Spain in the eighth century. An illustrated 
treatise on medical botany by the Arab physician Serapion the Younger was translated 
into Italian circa 800CE [Ford 1993: pp.83-85]. 
This treatise, which came out of an established Arabic botanical tradition, 
exerted a strong influence upon depictions of organic material within Christendom. 
Islamic style botanical illustration, which was remarkably naturalistic, spread not only 
vjtqwijqwv" Kvcn{" xkc" vjg" grkewtgcp" knnwuvtcvkqpu" qh"RcfwcÓu"oqpcuvgtkgu." dwv" vq"qvjgt"
parts of Europe, including Burgundy and Flanders, yjgtg"Ò]t_gcnkuo"ycu"fguktgf"cpf"
soon tq" c" uwtrtkukpi" fgitgg" cejkgxgfÓ." leading to the establishment of various 
European schools of flower painting, [Blunt and Stern 2000: p.23]
35
 and can be 
witnessed in Brunfels illustration of a Green Hellebore, in 1530 [See figure 69]. 
                                               
34 North knew of these seminal images. When in Brazil she referred to making a sketch of the avenue 
of Royal palms in Rio writing that Ò[t]his huge avenue looked fine whenever you saw it (and reminded 
me of the halls of Karnac)Ó [Huxley 2002: p.60]. 
35 The first example of Flemish flower painting was by the artist Memling (c.1490). It has been 
suggested by Blunt and Stearn in The Art of Botanical Illustration that a commission given to Jan 
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During the Renaissance artists made a significant contribution to the 
development of botanical illustration, extending the use of early scientific approaches 
and devices. Leonardo da Vinci (1452-1519) and Albrecht Drer (1471-1528),
36
 
though very different in their approaches to painting, both applied geometry to the 
depiction of natural forms. Da Vinci also understood and applied plant iconography, 
wukpi"jku"mpqyngfig"vq"eqpxg{"Òurgekhke"jkuvqtkecn"ogcpkpiu"vq"vjg"xkgygtÓ"[Emboden 
1998: p.105] and his sketches are very three- dimensional and realistic in form and 
tone as witnessed in his depiction of a Madonna Lily, of 1479 [See figure 70]. Da 
Vinci Òmade a point to have his drawn plants seen in [their] proper ecological settingÓ 
tcvjgt"vjcp" Òuecvvgtgf"rncpvu"cdqwv"vjgkt"ecpxcugu."cu"cnngiqtkecn"fgeqtcvkqpÓ"cs other 
Renaissance artists might. [Emboden 1998: p.105].  
In Leonardo Da Vinci on Plants and Gardens, Emboden states that Drer had a 
different approach toward the depiction of plants from that of Da Vinci. According to 
Godqnfgp."ÒF¯tgt"uqwijv"vq"iq"dg{qpf"ogtg"tgrtgugpvcvkqpu"qh"vjg"xkukdng"yqtnf."dwv"
uweeggfgf" qpn{" kp" ]vgtou" qh_" cnngiqt{" cpf" hcpvcu{Ó0" Pcvwtg" ycu" vq" tgockp" Òqpg" qh"
IqfÓu"ugetgvuÓ"vq"F¯tgt"ykvj"vjg"gzegrvkqp"qh"yjcv"eqwnf"Òdg"gzrnckpgf"d{"ctkvjogvke"
cpf"igqogvt{Ó"]Godqfgp"3;;:<"r0337_0"Eqpugswgpvn{."jku"yqtm"Òcrrtqcejgf"nkhg"ykvj"
c"eqorcuu"cpf"twngtÓ"]Godqfgp"3;;:<"r0337_0"Kpfggf."kv"jcu"dggp"uwiiguvgf"d{"Fcxkf"
Hockney that Drer produced some of his work through the use of a mirror lens; an 
gctn{" hqto"qh"ecogtc"qduewtc0"F¯tgtÓu"rckpvkpi"Large Turf of 1513 [See figure 71], 
which depicts a patch of meadow grass against a neutral white background, is, for 
example, so exceptionally detailed in its representation of nature that it can only have 
been produced, Hockney believes, through the use of optics rather than the 
                                                                                                                                      
Brueghel (1568-1625) by an unknown Dutch woman to paint flowers, was the origin of flower painting 
in oils [Blunt and Stearn 2000: p.127].  
36 Ujghhkgnf"uvcvgu" vjcv"Pqtvj"mpgy"qh"F¯tgtÓu"yqtm"cpf"ocfg" Òtghgtgpeg" vq"jku"ctvÓ" ]Ujghhkgnf"4223< 
pp.110-111]. 
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straightforward use of the naked eye. Hockney bases his assertion in part upon a 
comparison of Large Turf with a black and white photographic representation of the 
painting [See figure 72], which exposes what Hockney claims, is its optically 
heightened naturalism [Hockney 2006: p.143]. 
Norbert Schneider writing in Still Life."jcu" uwiiguvgf" vjcv" Ò]u_{odqnke"curgevu"
are pqv"nkmgn{"vq"dg"kpxqnxgfÓ"kp"Large Turf  Òcu"F¯tgt"ycu"rtqdcdn{"oqtg"kpvgtguvgf"kp"
the medicinal and herbal aspects, as well as the healing powers, of different kinds of 
ucrÓ"]Uejpgkfgt"422;<"r0367_0"Uejpgkfgt"cnuq"ctiwgu"vjcv"kp"Large Turf Drer tried to 
give the impression that this partial view was totally accidental by showing a chaotic 
cttcpigogpv" qh" itcuugu." ngcxgu" cpf" ogcfqy" hnqygtuÓ" ]Uejpgkfgt" 422;<" r0367_0"
Fgurkvg"vjg"nkmgn{"cdugpeg"qh"u{odqnkuo"cpf"kvu"gzvtcqtfkpct{"fgvckn."F¯tgtÓu"rckpvkpi"
does not, however, fulfill the conventional requirements of scientific botanical 
illustration. It is non-specific in its depiction of plant forms and as such would not 
meet the systematic requirements for botanical illustration set out later by Linnaeus 
and Ehret. 
The botanical textbook as we would now recognise it, was first developed by 
Leonard Fuchs (1501-1566), in Europe during the sixteenth century. Fuchs worked 
with the best artists cpf"vqqm"Òfktgev"eqpvtqn"qh"rtqlgevu."kpukuvkpi"vjcv"urgekcn"cvvgpvkqp"
be rckf"vq"ceewtcvg"qwvnkpgu"cpf"dqvcpkecn"fgvcknÓ"cpf"vjcv"Òujcfqyu"cpf"ujcfkpi"ygtg"
gzvtkrcvgfÓ"]Hqtf"3;;5<"p.91].37 In doing so, Fuchs effectively developed the practice 
of topological drawing for the purposes of taxonomy. 
                                               
37 Yknnkco"VwtpgtÓu"Jgtdcn" qh" 3773-1562 used illustrations from Fuchs woodcuts. Turner was later 
ikxgp" vjg" vkvng"qh" vjg" ÒHcvjgt"qh"Dtkvkuj"DotanyÓ" ]Hqtf"3;;5: pp.91-93]. Au" vjg"dqvcpkecn" knnwuvtcvqtÓu"
expertise increased, printing techniques also began to change. The use of copperplate engraving was 
introduced shortly after 1550. Pietro di Nobili published his Herbal (c.1580) as one of the first 
copperplate plant texts. However, it was not until the work of Adrian Collaert and his Florilegiuim of 
1590 that botanical illustrations appeared without accompanying text [Ford 1993: pp. 93-95].  
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During the eighteenth century, the German botanical illustrator Georg 
Dionysius Ehret (1708Î3992+"rtqfwegf" knnwuvtcvkqpu" vjcv"eqpvkpwgf"HwejuÓ"gorjcuku"
wrqp" fgvckn" cpf" vjcv" cnuq" crrnkgf" NkppcgwuÓu" encuukhkecvkqp" qh" rncpvu" ceeqtfkpi" vq"
differences in their structure [Arnold 2007: p.164].
38 In the Sandbox Tree, illustration 
(no date given) [See figure 73] one finds evidence of the illustrative schema for 
which Ehret is famous, which looks towards the systematic representation of parts: 
Òhnqygtu." htwkv." ngcxgu." uvgo." tqqvu" qt" dwnd." cpf" uggfuÓ [Arnold 2007: p.164], and 
follows Linnaeus closely. Linnaeus claimed that initially Ehret did not want to apply 
jku" uvtwevwtcn"fkxkukqpu."ctiwkpi"Òvjg{"yqwnf" urqkn" vjg"ftcykpiÓ"]Dctdgt"4233: p.57]. 
Yjcv" ncvgt" ecog" vq" dg" mpqyp" cu" GjtgvÓu" uejgoc" Òuvknn" gzgtvs its influence over the 
hqtocvÓ."ykvj"cnn"vjg"guugpvkal elements that determine the vczqpqoke"encuukhkecvkqpÓ of 
rncpvu"dgkpi"kuqncvgf"kp"c"Òpgwvtcn"rkevqtkcn"urcegÓ"]Ctpqnf"4229<"r0386_0 
According to Brian J. Ford, writing in Images of Science A History of Scientif ic 
Illustration."Dqvcpkecn" knnwuvtcvkqp"ycu" vq" tgcej" Òvjg" jkijguv" ngxgnu" qh" ceewtce{Ó" cpf"
Òvjg"jkijguv"hqtou"qh"ctvkuvke"dgcwv{Ó"kp"vjg"hqto"qh"vjg"knnwuvtcvkqpu"qh"vjg"vyq"Igtocp"
brothers Ferdinand (1760-1826) and Franz Bauer (1760-1826) [Ford 1993: p.96].
39
 
Hgtfkpcpf" cpf"Htcp¦"Dcwgt"ygtg" tgictfgf" cu" Ò]v_jg" itgcvguv" gzrqpgpvu" qh"Dqvcpkecn"
knnwuvtcvkqp"kp"Gpincpf"ukpeg"vjg"fgcvj"qh"GjtgvÓ"]Dnwpv"Uvgtp"4222<"r0446_0"Hgtfkpcpf"
was to be an illustrator on the Flinders expeditions to Australia at the request of 
Joseph Banks (1748-1810), the British botanist. Later, Ferdinand returned home to 
Germany to finish his illustrational work for Banks. His brother Franz settled in 
                                               
38 Ehret moved to England where he was to produce numerous works including illustrations for 
Gtcuowu"FctykpÓu"Botanic Garden. In 1738 Ehret and Linnaeus completed Hortus Cliffortianus for the 
Anglo-Dutch banker George Clifford (1685-1760) [Blunt and Stearn 2000: p.160].  
39 There were three Bauer brothers, each trained by their father Lucas Bauer who was court painter to 
the Prince of Liechtenstein. After NwecuÓu"fgcvj."jku"ykhg"Vjgtgug continued to teach the boys. Josef the 
eldest succeeded his father by becoming a court painter, while Ferdinand and Francis (Franz) pursued 
careers as botanical illustrators [Blunt and Stearn 2000: pp. 223-230].  
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England and worked at Kew Gardens as an illustrator until his death in 1840 [Blunt 
and Stern 2000: p.224]. 
Goethe (1749-1832) praised the drawing skills of Ferdinand Bauer, regarding 
his innovative approach toward tonal gradation as a highly effective way of depicting 
a natural fqtoÓu"Òvtwg"rqukvkqp" kp" urcegÓ"cu"demonstrated kp"DcwgtÓu illustration of a 
Grevilla Banksii (c.1801-05) [See figure 74]. Goethe concluded that Ò]p_cvwtg" ku"
xkukdng." ctv" eqpegcngfÓ." vjgtghqtg." fkuvkpiwkujkpi" uekgpvkhke" ftcykpiu" htqo" kfgcnk¦kpi"
forms of artistic representation. What is more, he stated that, Ò]v_jg" vcum" qh" vjg"
botanical draughtsman, is far more exacting than that of the artist of old fashioned 
hnqtkngikwoÓ" cu" Òvjg" hqtogt" oc{" hggn" vjg" ucog" kpurktcvkqp" cu" qpg" qh" qwt" itgcv" Nqy"
(Flemish) country flower painters; but he is always at a disadvantage. The one had 
only to satisfy the lover of superficial beauty; the other has to give truthÓ [Blunt and 
Stearn 2000: p.233]. Here, Goethe ascribes a positive value to botanical illustration 
distinguishing it favourably from artistic forms of representation. In doing so, he 
inverts the conventional classical view of his time that art should be placed above 
scientific illustration because of its capacity to represent the ideal rather than the 
superficiality of appearances (an inversion that is commensurate with IqgvjgÓu"cpvk-
classical valorisation of the Gothic). 
The relationship between art and natural history illustration was much debated 
during the mid nineteenth egpvwt{0"Cu"rtgxkqwun{" kpfkecvgf."Twumkp" Òjcf"c"rtqhqwpf"
admiration for the work of natural histot{" knnwuvtcvqtuÓ"]Dctdgt"2011: p.56].  Indeed, 
TwumkpÓu" qyp" rckpvkpiu" ygtg" Òejctcevgtkugf" d{" enqug" qdugtxcvkqp" cpf" ogvkewnqwu"
fgrkevkqpu" qh" fgvcknÓ0" Cv" vjg" ucog" vkog" Twumkp" kpetgcukpin{" Òtgukuvgf" vjg" tkug" qh"
uekgpvkhke" pcvwtcnkuoÓ0" Twumkp" fkunkmgf" vjku" rctticular aspect of illustration, rejecting 
vjg" Òoketqueqrke" ocnkeg" qh" dqvcpkuvuÓ" cpf" vjgkt" gorjcuku" qp" fkuugevkqp" cpf"
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classification, which he believed to be at the expense of poetry and dgcwv{Ó"]Dctdgt"
2011<"r078_0"TwumkpÓu"fkunkmg"qh" uekgpvkhke" pcvwtcnkuo can therefore be understood to 
reinstate, despite his love of the Gothic, a conventional classical hierarchical ordering 
qh" ctv" cpf" uekgpvkhke" knnwuvtcvkqp" rtgxkqwun{" qxgtvwtpgf" d{" Iqgvjg0" TwumkpÓu" xkgy."
which arguably still holds sway today, accounts for the work of natural history 
illustrators being almost wholly absent from art historical discussion=" gxgp" Òvjg"
itgcvguv" pcvwtcn" jkuvqt{" ctvkuvu" ]È_" ctg" pqv" wuwcnn{" eqpukfgtgf" cnqpiukfg" vjg"
ycvgteqnqwtkuvu"qh"ockpuvtgco"jkuvqt{Ó0"Fgurkvg"dqvcpkecn"knnwuvtcvors producing works 
qh"wpfgpkcdng"cguvjgvke"dgcwv{."Ò]p_cvwtcn"jkuvqt{"knnwuvtcvkqp"ecppqv"dg"fkxqtegfÓ"htqo"
its specific scientific purpose."cu"kvu"tqng"ku"vq"Òxkuwcnn{"gnwekfcvg"cpf"korqtv"uekgpvkhke"
mpqyngfigÓ [Arnold 2007: p.164]. Equally, as an attentive reader will have already 
acknowledged, the genealogy of the development of botanical illustration from 
antiquity to the mid nineteenth century is one in which botanical illustration 
persistently plays across the boundary between art and science and where the 
certainty of botanical illustration as objective representation is, consequently, never 
wholly guaranteed.  
Alongside which, it has been necessary as part of postmodernity to rethink what 
art is and what it does, engendering, as Mitchell suggests, an open-ended model of an 
ctv"vjcv"swguvkqpu"Òyjcv"rgqrng"uc{"cdqwv"kociguÓ"cpf"yjcv"rgqrng"Òfq"ykvj"kocigu"kp"
rtcevkegÓ"]Okvejgnn"3;:8<"r0376_0"Cu"rctv"qh"vjku"oqfgn."ctv"vgejpkswgu"ctg"wpfgtuvqqf"
to embody conventional strategies involving particularized formulations of visual 
language that can be included within or overlap with other forms of design and craft 
practice. This overlapping can also occur in other depictions of nature, such as 
entomological drawings and paintings, which can appear not only within a scientific 
context but also in high art, still life drawings, and paintings. In figure 75, a scientific 
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drawing of Lizards, of 1896, is depicted, where one finds the compositional approach 
is similar to that of a traditional botanical illustration with the exception of some tone 
being applied in the form of shadow [See figure 75].  
Yjgtgcu." kp"hkiwtg"98."PqtvjÓu"rgtuqpcn"crrtqcej"kp"jgt"rckpvkpi." F lowers and 
Fruit of the Pomelo, a branch of Hennah and F lying Lizard, Sarawak, (no date given) 
veers toward the high art application of a still life paintings outcomes and grouping 
methods; despite North being particularly exact in her depictions, so that they might 
be read accurately as a species by science [See figure 76].  
However, from the point of view of postoqfgtp"ewnvwtg."PqtvjÓu"gpeqorcuukpi"
of differing language systems, as well as an adherence towards the artistic techniques 
of Victorian modernity, allow for a different reading; one that highlights the 
conventionality, open-endedness and artistry that, from a postmodernist position, 
cvvcejgu" kvugnh" kpguecrcdn{" vq" dqvj" ctv" cpf" uekgpeg0" PqtvjÓu" rckpvkpiu" jcxg" dggp"
deemed redundant from the point of view of established botanical science because a 
case for proof cannot be made based on the visual evidence they present, which is 
uggp" vq" ngcp" vqq" hct" vqyctfu" ctvkuvke" tcvjgt" vjcp" dqvcpkecn" eqpxgpvkqp0" PqtvjÓu"
paintings are contradictory. They may not have been conceived as a deliberate 
deception, rather the opposite, but they nevertheless contain the problematic taint of 
another language.  
The principal focus for this inconsistency is the North gallery. During the late 
nineteenth-century western painting was still dominated by monocular perspective 
cpf"vjg"Òknnwukqp"qh"vjg"xgfwvcÓ"vjct includes, the space of the canvas, the lighting, and 
the position of the viewer [Foucault 2009: p.14]. This system was to prove 
advantageous to North, since the layout of her gallery meant that her paintings, which 
often make use of perspective, would be viewed from a distance, like a traditional fine 
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art salon, rather than up close, like botanical illustrations in a scientific archive. 
Scientific botanical illustration does not have to take perspective into consideration, 
since it is not viewed conventionally for scientific purposes at a distance and the 
application of shadow would be distracting. In contrast to an artwork, a botanical 
illustration requires close-up scrutiny. North applied an existing form of artistic 
display that would show off her distinctly perspectival paintings to best advantage.  
Hwtvjgtoqtg."PqtvjÓu"ejqkeg"qh"ogfkwo."qkn"rckpv."cnuq"ngpv"kvugnh"oqtg"vqyctfu"
the making of works of fine art rather than botanical ones. Traditional botanical works 
are, more often than not, painted in watercolour due to its accuracy in portraying fine 
detail [Sheffield 2001: pp.112-113]. North wrote that oil painting ycu" Òc" xkeg." nkmg"
ftco"ftkpmkpiÓ"]Jwzng{ 2002: p.13] thereby, revealing that she had something of an 
understanding of its illicit intoxicatory nature with respect to the supposed purity of 
botanical illustration. As Rose points out with reference to the writings of John Berger 
in Visual Methodologies." vjg" uvtgpivj"qh"qkn"rckpvkpi" nkgu" kp" kvu"cdknkv{"vq"Òtgpfgt"vjg"
tangibility, the texture, the nwuvgt." vjg" uqnkfkv{"qh"yjcv" kv"fgrkevuÓ" ]Tqug"4223<"p.17], 
thus rendering depicted objects as though they might be picked up and possessed by 
the viewer.  It also allows the maker to cover up any mistakes because it is a slow 
drying medium and malleable. Unlike watercolor it can be scraped off when things go 
horribly wrong, allowing for the artist to finish a work at a later date. 
In A Vision of Eden, Anthony Huxley claims that North never wrote about 
cevwcn"Òvgejpkswg"qt rckpvkpi"rtqdngouÓ"]Jwzng{"4224: p.13]. Her diaries do however 
include numerous accounts that touch on her attitudes towards painterly technique. 
PqtvjÓu" hktuv" cvvgorvu" cv" rckpvkpi" qwvfqqtu" kp" vjg" R{tgpggu" cpf" Urckp" kp" jgt" {qwvj"
found her commenting in her diaries upon her developing abilities as a painter. She 
eqoogpvu"vjcv"ujg"Òjcf"cp" kfgc"vknn" vjgpÓ"vjcv"ujg"Òeqwnf"qpn{"ftcy"pear objects the 
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uk¦g"qh"nkhgÓ."dut that the beauty of the view from her window tempted her because of 
the poplar trees, a river and the vision of fresh snow on the mountains [North 1893: 
r0;_0"PqtvjÓu" vtcxgn"ytkvkpiu" uwiiguv"qvjgt" vgejpkecn"eqpegtpu0"Yjgp"fguetkdkpi" Òvjg"
sight of a huge lily, with white face and pink stalks and backs, resting its heavy head 
qp" vjg" itqwpfÓ" Pqtvj" fguetkdgu" jqy" Ò]k_v" itgy" htqo" c" ukpingÎstemmed plant, with 
itcpf"ewtxgf"ngcxgu"cdqxg"vjg"hnqygtÓ."uwiiguvkpi"c"fgvckngf"cvvgpvkqp"vq"vjg"rkevqtkcn"
projection of form. North also comments that the flower head was two feet across, 
complaining of the technical difficulty of placing such a large head upon paper. North 
eqpenwfgu"vjcv"ujg"Òjcf"vq"vcmg"c"uocnngt"urgekogp"vq"rckpv."kp"qtfgt"vq"igv"kv"kpvq"o{"
half-sheet of paper life-uk¦gÓ" ]Pqtvj" 3:;4d<" r0322_0" Kp" vjku" kpuvcpeg" Pqtvj" yqwld 
appear to have approached her subject matter very much as a botanical illustrator, 
conforming to the requirements of science that expected lifeÎsize correspondence 
between plant and image. Botanical illustrators typically use dividers to achieve this 
1:1 correspondence. Within the sphere of artistic practice, makers would normally 
expect to scale a given subject up or down through the application of middleÎdistance 
ogcuwtgogpv." wukpi" c" rgpekn" qt" cpqvjgt" uvtckijv" qdlgev" jgnf" qwv" cv" ctouÓ" ngpivj" kp"
front of the subject with one eye closed. North had been given tuition by a number of 
professional artists and by this stage would certainly have acquired a basic knowledge 
of compositional geometry and middle-distance measuring techniques as witnessed in 
many of jgt"rckpvkpiu0"PqtvjÓu"ugngevkqp"qh"c"hnqygt"jgcf"uocnn"gpqwij"vq"hkv"jgt"rcig"
suggests that she was not using this received artistic knowledge. As an aside, North 
also commented that the plant was called there the Brookiana lily, but that Kew 
Òocipcvgu" eall it Etkpwo"cwiwuvwo0Ó Pqtvj" vjgp" dqcuvgf" vjcv" Ò]c_pqvjgt" etkpwo" jcu"
ukpeg"dggp"ecnngf"PqtvjkcpcÓ- after herself [North 1892b: p.100] [See figure 77].  
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Other differences between high art practice and botanical illustration occur in 
relation to the use of colour. Colour outcomes in painting are affected by distance 
*cgtkcn" rgturgevkxg+" cu" ygnn" cu" vjg" ocmgtÓu" cguvjgvke" kpvgpvkqpu0" Gctn{" uekgpvkhke"
applications of colour had been confined to the diagnostic techniques associated with 
medicine and a need to cavcnqiwg" vjg" Òrtkpekrngu" qh" xgigvcdng" encuukhkecvkqpÓ0" Kv"ycu"
Linnaeus who would provide the stimulus to develop colour systems during the 
eighteenth and nineteenth centuries [Gage 2001: p.169]. Science separated colour 
language from the artist and the arts. Moreover, it was perceived that natural scientists 
would be Òdgvvgt"cv"lwfikpi"cpf"eqnncvkpi"eqnqwtÓ"]Icig"4223<"p.168].  
           Science attempted to devise a colour system that would be constant and that 
would work within the laws of science. Historically, systems had already evolved via 
the work of naturalists, the most ambitious of which attempting to establish a 
comprehensive set of colour standards. Ultimately, however, these systems had been 
taken up not only by naturalists but also by painters, manufacturers, artists and 
artisans. The imposition of scientific requirements over the arts in this way was 
attacked by artists for its exclusive concentration on the 4,800 local colours that were 
of use within a scientific context [Gage 2001: p.170]. As a result, some artists decided 
to take matters into their own hands. Including Delacroix, who according to Gage, in 
Colour  and  Culture, jcf" c" rtqdngocvke" tgncvkqpujkr" ykvj" uekgpeg." dwv" Òjcf" ujqyp"
uqog" kpvgtguv" kp" eqnqwt" vjgqt{" htqo" cp" gctn{" cigÓ0" FgncetqkzÓu" Òfkuvcuvg" hqt" vjg"
rqukvkxkuoÓ"ngf"jko"vq"fgxgnqr"jku"qyp."oqtg"ctvkuv"htkgpfn{."crrtqcej"vqward colour 
[Gage 2001: p.173]. 
           These marked differences in outlook are referred to in The Art of Plant 
Evolution, where W. John Kress and Shirley Sherwood cite differences in artistic and 
uekgpvkhke"rtcevkeg"wpfgt" vjg"cwurkegu"qh" vjg"ejcrvgt" vkvng" ÒCtv"oggvu"UekgpegÓ0"Mtguu"
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cpf"Ujgtyqqf"uvcvg"vjcv"yjgp"Òdqvcpkuvu"hktuv"gpeqwpvgt"c"rncpv."vjgkt"hktuv"swguvkqp"ku."
Òyjcv"urgekgu"ku"vjkuAÓÓ"Cpf"vjg"Òugeqpf"swguvkqp"ku"wuwcnn{"]È_"yjcv"ku"kv"tgncvgf"vqAÓ"
However, when an artist first encounters a plant, Kress and Sherwood argue, their 
reactions may be quite different from that of a botanist. The artist may not ask any 
quesvkqpu" cdqwv" vjg" urgekgu" cv" cnn." dwv" tcvjgt" nqqm" cv" c" hnqygt" cu" cp" Òkpfkxkfwcn" qh"
pcvwtgÓ." eqpegpvtcvkpi" wrqp" Òkvu" wpkswg" hgcvwtgu" qh" eqnqwt." vgzvwtg." hqtm, size, and 
rtqrqtvkqpÓ0"Vhe artist may also cum"Òjqy"fq"K"ecrvwtg"vjg"guugpeg"qh" vjku" hnqygt"qp"
my capxcuÓ"qt"Òjqy"fq"K"etgcvg"c"yqtm"qh"vtwg"dgcwv{"vjcv"oc{"gswcn"qt"uwtrcuu"pcvwtg"
kvugnhÓ"]Mtguu and Sherwood 2009: p.10]. 
         The technique of botanical illustration also differs from that of artistic image 
making because it requires the illustrator to concentrate on reproducing one small part 
of a plant at a time, while a painter would usually try to capture something of the 
whole of the plant form in one sitting. This highlights the purpose of botanical 
illustration; that is to say, the procurement of visual information so that a botanist may 
tgcf" vjg" urgekogpÓu" vczqpqo{" engctn{0" Dqvcpkecn" knnwuvtcvkqp" cnuq" kpenwfgu" vjg"
technique of topological drawing, which involves the pictorial flattening of plants to 
present a clear image of their form vital for botanical readings. This drawing method 
deliberately brings information forward for the purposes of taxonomy at the expense 
qh"cp{"urcvkcnkugf"tgpfgtkpi0"Ceeqtfkpi"vq"Mtguu"cpf"Ujgtyqqf."Ò]y_jgp"nqqmkpi"cv"c"
hnqygt"vjg"ctvkuv"uggu"hqtoÓ"dwv"vjg"Òdqvcpkuv"uees functionÓ, the Òctvkuv"uggu"eqnqwtÓ"dwv"
vjg" Òdqvcpkuv" uggu" rqnnkpcvqtuÓ0"Oqtgqxgt." Òvjg" ctvkuv" uggu" vjg" uvtwevwtcn" tgncvkqpujkr"
coqpi" vjg" rctvuÓ" yjgtgcu." vjg" Òdqvcpkuv" uggu" ejctcevgtkuvkeu" hqt" fgvgtokpkpi"
gxqnwvkqpct{" tgncvkqpujkruÓ." vjgtgd{" dtkpikpi" vogether two disciplines: botanical 
knnwuvtcvkqp" cpf" dqvcp{." cu" rkevqtkcnn{" fguetkdgf" kp" Pkemqncu" Lqugrj" xqp" LceswkpÓu"
illustration of a botanical field book page, of 1792 [See figure 78]. The determination 
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of the botanist to classify species [Kress and Sherwood 2009: pp.10-11] attests to a 
belief that botanical illustration is not an art form, despite the presence of exquisite 
technique [Kress and Sherwood 2009: p.11]. 
In South African Botanical Art, Peeling back the Petals, Marion Arnold 
broaches these differences by citing Wittgenstein in relation to how an artist and a 
botanical illustrator might read the world around them. Here she quotes Wittgenstien 
cu"uc{kpi"vjcv."Ò]y_g"ugg"vjg"yqtnf"vjg"yc{"yg"fq"pqv"dgecwug"vjcv"ku"vhe way it is, but 
dgecwug" yg" jcxg" vjgug" yc{u" qh" uggkpiÓ0" Ctpqnf" nkpmu" vjku" cuugtvkqp" vq" vjg" yc{" kn 
which we learn to interpret reality and that plant portraits ctg" Ògzrgevcvkqpu" ]È_"
ogfkcvgf" d{" eqpvgzvÓ" ]Ctpqnf" 4229<" r0386_0" Fkhhgtgpegu" kp" crrnkgf" ftcykpi"
techniques between art and botanical illustration are further gzrnckpgf" d{" CtpqnfÓu"
quotation of the botanist Louisa Bolus (1877-1970), who in 1915, referred to teaching 
practices related to botanical illustration, citing the example of a particular student 
yjq"Òjcf"pqv."wr"vq"vjku"vkog."fqpg"cp{"dqvcpkecn"ftcykpiÓ"cpf"yjq"hqt"vjtgg"oonths 
nkxgf"ykvj"jgt."ngctpkpi"Òto paint ftqo"vjg"dqvcpkecn"rqkpv"qh"xkgyÓ. Here, Bolus taught 
cp"Òcntgcf{"ceeqornkujgf"rckpvgt"vq"nqqm"hqt"kphqtocvkqp"vjcv"dqvcpkuvu"ycpv"vq"uee in 
rncpv"tgrtgugpvcvkqpuÓ"[Arnold 2007: p.166]. In doing so she imparted a technique that 
differed from that used to produce flower paintings in exhibitions, which Arnold 
describes as contemplated." Òqdlgevu" ykvj" cguvjgvke" cpf" ocvgtkcn" rtgugpeg" yjqug"
sublgevu"ctg"rncpvuÓ"]Ctpqnf"4229<"r0386_0"Yguvgtp"ctvkuvu"cpf"knnwuvtcvqtu"ecp"vjwu"dg"
understood to operate in relation to two perceived drawing styles: one that seeks to 
arrive at an idealized representation of nature; and another that is concerned with 
objectivity. 
Cv" vjg" ucog" vkog." ukpeg" kv" ku" Òxktvwcnn{" korquukdng" vq" gnkokpcvg" rgtuqpcn" uv{ng"
]È_"gzgtvgf"d{"kpfkxkfwcn"yc{u"qh"uggkpiÓ"]Ctpqnf"4229<"r0388_."botanical illustration 
125 
 
remains replete with aesthetic markers within its visual language [Arnold 2007: 
p.166]. Technical difficulties can also force a botanical illustrator to make aesthetic 
decisions about an knnwuvtcvkqp0"C"rncpv" urgekogp" Òoc{"cttkxg"fcocigfÓ qt" Òtcxcigf"
d{"kpugevu"]È_"qt"kp"dwfÓ0"Eqpugswgpvn{."vjg"urgekogp"oc{"pggf"vq"dg"Òkoogtugf"kp"
wcvgt" qt" uwrrqtvgf" d{" uvcmguÓ" ]Ctpqnf" 4229<" r0387_0" C" uweewngpv" rncpv" Òecp" dg"
persuaded to sit patiently for days before drooping or dying, but a gladiolus could fold 
]È_" chvgt" c" hgy" jqwtu0Ó" Vjgtg" ku." vjgp." c" pgeguukv{" hqr botanical illustrators to be 
resourceful cu"vjg{"rtqfweg"cp"knnwuvtcvkqp"htqo"Ònkxkpi"cpf"f{kpi"hqtou."tgopcpvu"cpf"
fraiogpvuÓ0" Dqvcpkecn" knnwuvtcvqtu cnuq" jcxg" vq" Òtguwttgev" cpf" eqpuvtwev" eqpxkpekpi"
kocigu"tgugodnkpi"v{rkecn"nkxkpi"urgekguÓ."eqnncvkpi"Òkphqtocvkqp"qp"hnqygtu."htwkv"cpf"
seeds which do not occur simultcpgqwun{Ó" ]Ctpqnf" 4229<" r0387_0" In order to 
ceeqornkuj"vjku"xkuwcn"u{pvjguku"vjg"knnwuvtcvqt"pggfu"c"iqqf"ogoqt{"cpf"Òmpqyngfig"
of plant structure, and experience in the art of visual dgegrvkqpÓ"]Ctpqnf"4229<"r0387_0 
According vq"Ujghhkgnf" vjg" dqvcpkecn" knnwuvtcvqtÓu"oquv"fkhhkewnv" vcum" ku" Òvjcv"qh"
cvvckpkpi"c"dcncpeg"dgvyggp"ctv"cpf"uekgpegÓ"]Ujghhkgnf"4223<"r0335_0"Htqo"vjg"rqkpv"
of view of science, however, this is most decidedly not the case. If art and science are 
brought together through the practice of botanical illustration it is by no means the 
result of a self-conscious attempt to achieve balance. Instead, art and science collide 
without intent in such a way that the identity of both is deconstructively 
compromised. Botanical illustration is therefore rendered a form of crypto art, 
yjgtgkp"Ò]v_"tjg"fgxkegu"qh"pcvwtcnkuoÓ"rqkpv"kpfgekukvely towards two modes, one of 
realism and the other idealism [Arnold 2007: p.169]. 
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Chapter F ive 
 
M arianne North: A Question of Hybridity 
 
ÒVjgtg"ctg"vjqug"yjq"eqpukfgt"vjg"oqtcn"ejctcevgt"qh"c"yqtm"vq"jcxg"c"dgctkpi"qp"kvu"
value as art; from Aristotle, St Thomas Aquinas, Hume, Ruskin and Tolstoy through 
to the feminist, post-colonial and socio-rqnkvkecn" etkvkekuo" qhvgp" hcxqwtgf" vqfc{Ó  
[Kieran 2005: p.166]. 
 
Jkuvqtkecnn{." vjgtg" jcu" cnyc{u" dggp" Òvjg" jqrg" hqt" uqog"ocuvgt" vtqrgÓ" qt" Òuvtwevwtcn"
oqfgnÓ" vjcv"yqwnf" cnnqy" c" Òuekgpvkhke." eqorctcvkxg" hqtocnkuo" vq" rtqeggf" wpfgt" vjg"
wodtgnncÓ"qh"c"Òvtwg"eqorctcvkxg"etkvkekuo"qh"vgzvu"cpf"kocig＿qpg"vjcv"yqwnf"etgcvg"
c"Òocuvgt"vjgqt{"vq"wpkvg"vjg"ctvuÓ"[Mitchell 1986: p.157]. In recent decades, however, 
an alternative vision has emerged. As Mitchell has indicated, it is one that proceeds 
htqo"vjg"xkgy"vjcv" kh"Òyg"ygtg"vq"wpfgtuvcpf"vjg"vgzv-image relation as a social and 
jkuvqtkecn"qpg"]È_"ejctcevgtk¦gfÓ"d{"cnn"Òkpfkxkfwcnu."itqwru."pcvkqpu."encuugu."igpfgtu."
cpf"ewnvwtguÓ"vjgp"vjg"uvwf{"qh"kocig-vgzv."Òokijv"dg"htggf"htqo"vjku"etcxkpi"hqt"wpkv{Ó"
oqxkpi" vqyctfu" c" Òvjktf" fktgevkqpÓ" [Mitchell 1986: p.157]. Such a vision might 
provide a merging qh" Òvjg" cguvjgvke" cpf" eqipkvkxg."ykvj" vjg" rquukdknkv{" qh" kpvgtrnc{"
dgvyggp"rjknquqrj{"cpf"ogvcrjqt."uekgpeg"cpf"ctvÓ [Mitchell 1986: p.158]. Moreover, 
kv"okijv"cnuq"iq"uqog"yc{"vq"fgpqwpekpi"RncvqÓu"jkuvqtically ingrained projection of 
fear of imagery [Mitchell 1986: p.159]. 
Kp" vqfc{Óu" qhvgp" jkijn{" vjgqtgvkecn" tgcfkpiu" qh" ctvyqtmu." vjgtg" ku" cp" kpukuvgpeg"
Òqp" uggkpi" kocigu" kp" tgncvkqp" vq" rjknquqrj{." jkuvqtkecn" cpf" nkvgtct{" vgzvuÓ [Mitchell 
1986: p.156]. It is through this application of applied discourse that the case for 
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language and literature being an essential part of the study and production of visual 
arts has been formed. High importance is placed upon textuality within these 
readings, rendering the reading of an artwork analogous to that usually associated 
with the interpretation of literary texts as interpretable objects [Mitchell 1986: p.156]. 
Theoretical readings are not only applied to artworks that acknowledge the 
importance of (con)textualising discourses, but also artworks that do not. 
Sheffield argues (but does not fully substantiate through close analysis of 
uqwtegu+"vjcv"PqtvjÓu"rckpvkpi"ycu"rncegf"cv"Òvjg"octikpu"qh"dqvj"ctv"cpf"uekgpegÓ"thus 
wpkvkpi"Òvjg"vyq"kp"qpg"wpkswg"rtcevkegÓ＿c"Òwpkswg"hqto"qh"dqvcpkecn"ctv"vjcv"octtkgf"
ctv"cpf"uekgpegÓ0"Ujghhkgnf"cnuq"cuugtvu"vjcv"PqtvjÓu"rckpvkpi"ycu"c"dqtfgtncpf practice 
Òdgvyggp" ewnvwtcn" fgrqukvu" vjcv" cnnqygf" pgy" itqyvj" cpf" uwtrtkukpi" j{dtkfuÓ of a 
Darwinian kind [Sheffield 2001: p.116]. Sheffield argues that this practice allowed 
Pqtvj"vq"dgeqog"Òrctv"qh"dqvj"eqoowpkvkguÓ."vjgtgd{"nkpmkpi"ctv"cpf"uekgpeg0" 
However, as has previously been demonstrated through a close analysis of her 
paintings and writings, North was not a fully-fledged, competent member of either an 
established scientific or artistic community during her lifetime. She was always and 
remains a problematic figure in relation to both, despite a persistent institutional 
tendency to frame her as part of a scientific milieu. Consequently, rather than bringing 
art and science together, as Sheffield suggests, North can be understood as having 
deconstructed the standing of both during her own time and now, by revealing an 
endemic uncertainty with regard to the status of all botanical painters. Indeed, 
Ujghhkgnf"wpfgtokpgu"jgt"qyp"rqukvkqp"d{"uvcvkpi"vjcv"PqtvjÓu"Ònkokvgf"]gfwecvkqp_"kp"
dqvj"ctv"cpf"uekgpegÓ"uvqqf"cu"c"jwtfng"vq"jgt"Òcfokuukqp"vq"vjg"uekgpvkhke"eqoowpkv{Ó"
[Sheffield 2001: p.107]. 
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UjghhkgnfÓu"ctiwogpv"vjcv"Pqtvj"ycu"cdng to Òeqpvtkdwvg" uwduvcpvkcn"mpqyngfig"
to the botanical endeavour created at Kew GardenuÓ" ku"cnuq" kp"pggf"qh"swcnkhkecvkqp0"
North was persistently ridiculed by botanical experts on the grounds that her paintings 
depart from the necessary conventions of scientific botanical illustration and are, 
therefore, somewhat useless as not only scientific records, but as artworks0"PqtvjÓu"
paintings were praised by some nineteenth-century experts, such as Darwin, and 
Hooker, but that does nothing other than make her position in relation to Kew a 
contested one. Furthermore, the claim that North personally linked art and science 
suggests that she may have been conscious in this endeavour. However, this is far 
from being the case. Despite the appropriation of scientific forms of representation by 
the artistic community of the second half of the nineteenth century, and despite the 
widespread use of visual techniques associated with the pairing collage-montage 
during the nineteenth century, North viewed herself consistently, in line with sharp 
divisions between art and science held at the time, as a botanical illustrator (with the 
likes of Ruskin and members of the Pre-Raphaelite Brotherhood, for example, holding 
to the converse position despite their use of quasi-scientific forms of representation). 
North was not however a maker who adhered to modernist specialiscvkqp." PqtvjÓu"
work therefore did and does not conform to the use of modernist principles. 
Modernism in the twentieth century believed specialism was key to outcomes, 
however before modernism, nineteenth-century artists were not specialised and 
yqtmgf"kp"c"j{dtkf"yc{"cpf"fkf"pqv"nkokv"vjgougnxgu"vq"gzcev"urgekcnkuoÓu"dwv"yqtmgf"
across disciplines.  
While it would be wrong to describe North as a postmodernist, it is nevertheless 
possible to view her work from our present historical standpoint as part of a cultural 
context whose cosmopolitanism and eclecticism foreshadows that of our own time. 
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PqtvjÓu" yqtm" cu" c" dqvcpkecn" knnwuvtctor is inescapably connected to the increasing 
rationalism of Victorian science. At the same time, her painting incorporated multiple 
stylistic influences taken from the contemporary art of her day, which in the case of 
the Pre-Raphaelites also sought to combine scientific and aesthetic points of view. 
What is more, the North gallery brings together scientific and aesthetic forms of 
visual display along with architectural influences taken from different times and 
places at a time when collage-montage techniques of one sort or another were very 
owej"vq"vjg"ewnvwtcn"hqtg0"PqtvjÓu"rckpvkpi"cpf"kvu"fkurnc{"cu"rctv"qh"vjg"Pqtvj"icnngt{"
is therefore arguably a focus for a pervasively unsettling combination and overlapping 
of differing elements, all of whose assumed limits are persistently blurred 
(deconstructed) as a consequence of their proximity. 
Ujghhkgnf" tkijvn{" rqkpvu" qwv" vjcv" Pqtvj" Òfkf" pqv" ]È_" uwdokv" vq" vjg" twngu" cpf"
tgiwncvkqpuÓ"qh"vjg"dqvcpkecn"igptg."fgekfkpi"kpuvgcf"vq"ftcy"Òwrqp"ncpfuecrg"ctv."vjg"
realist school, and botcpkecn"knnwuvtcvkqpÓ"]Ujghhkgnf"4223<"r0114]. Sheffield asserts that 
Pqtvj"fgxgnqrgf"Òjgt"qyp"wpkswg"ctv"hqto"vjcv"ckogf"vq"dg"dqvj"cguvjgvkecnn{"rngcukpi"
ykvjkp" vjg" guvcdnkujgf" ctv" vtcfkvkqpu" cpf" wughwn" ykvjkp" vjg" dqvcpkecn" uekgpeguÓ."
copenwfkpi" vjcv" PqtvjÓu" Òctv" oc{" pqv" dg" encuugf" cu" ÒigpkwuÓ" rgt" ug.Ó" dwv" vjcv" Òjgt"
attempts of innovation, and her denial of the boundaries of artistic and botanical 
conventions, exhibit her commitment to these realms beyond that of an amateur 
fcddngtÓ" ]Ujghfield 2001: p.114]. Sheffield does not however back up these 
qdugtxcvkqpu" cpf" cuugtvkqpu" vjtqwij" c" enqug" gzcokpcvkqp" qh" PqtvjÓu" rckpvkpi" kp"
relation to established visual practices or styles of the nineteenth century. As earlier 
chapters in this thesis demonstrate, it is necessary to think of NorthÓu" rckpvkpi" as a 
highly uncertain and therefore problematic supplement to the spheres of art and 
science, since North was, though by no means a dabbler, eff
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both areas by dint of her willful okzkpi"qh"fkhhgtkpi"ueqrke"tgikogu0"UjghhkgnfÓu"uvcvgf"
qrkpkqp"vjcv"dqvcpkecn" knnwuvtcvkqp" Òku"pqv"uvtkevn{" urgcmkpiÓ"c"uekgpeg." though it is an 
Òkpvgitcn" rctv" qh" c" dqvcpkecn" kpxguvkicvkqpÓ." falls short of a careful examination of 
differences between and within art languages and practices. While from our own 
skeptical postmodernist standpoint, botanical illustration emerges as an impure 
aesthetic-scientific form we should nevertheless accept that during the nineteenth 
century it was viewed in principle and intention as scientifically empirical and 
topological in its approach. Indeed, Sheffield unintentionally backs up this position by 
ekvkpi" ÒCipgu" Ctdgt." c" vwtp-of-theÎegpvwt{" dqvcpkuv" cpf" jkuvqtkcp" qh" dqvcp{Ó" yjq"
ctiwgf" vjcv" Òu{uvgocvke" dqvcp{" cxqkfu" vjg" cccidental peculiarities of any individual 
urgekogpuÓ" vjgtghqtg" Òuggmkpi" ]È_" vq" rqtvtc{" vjg" ejctcevgtu" hwnn{" v{rkecn" hqt" vjg"
urgekguÓ" cpf" hqt" vjcv" tgcuqp" Òvjg" dqvcpkecn" knnwuvtcvqt" ujqwnf" jcxg" uqog" ucientific 
gfwecvkqpÓ" ]Ujghhkgnf" 4223< p.113]. The issue here being, that while botanical 
illustrators of the nineteenth century may not have been trained scientists, they were 
nevertheless expected to adhere closely to conventions established and validated by 
botanical science; conventions, which Ruskin claimed were an anathema to the 
kfgcnkukpi" rqgvke" hwpevkqpu" qh" ctv0" Kp" ujqtv." yg" owuv" xkgy" PqtvjÓu" eqpurkewqwu"
hybridizing of art and science in its true historical perspective not as a useful 
contribution to both, but as an unsettling and in many ways unproductive 
transgression of their limits. 
PqtvjÓu" rckpvkpiu" qh" eqnqpkugf" xknncig" nkhg" cpf" dqvcpkecn" rncpv" hqtou" htqo"
around the colonised world can be seen as part of a western project that sought to 
qdlgevkh{." rquuguu" cpf" fqokpcvg0" Gswcnn{." PqtvjÓu" rqukvkqp" cu" c" jkijn{" wpqtvjqfqz"
member of polite ockpuvtgco" Xkevqtkcp" uqekgv{＿vjcv" ku" vq" uc{" cu" c" hkpcpekcnn{"
independent woman painter and traveler who resisted established Victorian 
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conventions of marriage, religion and social intercourse while drawing short of 
aligning herself decisively with the radkecn" hgokpkuo" qh" jgt" fc{＿" rncegu" jgt" xgt{"
much at and beyond the margins of the normal positioning of a woman of her class as 
part of nineteenth-century western colonialism. According to Sheffield, she 
Òxgjgogpvn{" rtqvgevgf" jgtugnh" cickpuv" vjg" kfgc" vjcv shg" ycu" c" hgokpkuvÓ" ]Ujghhkgnf"
2001: p. 94]. Therefore to define North as a feminist, would be erroneous because she 
most certainly was not. 
PqtvjÓu" rqukvkqpkpi"ykvjkp" jkuvqt{" ku" cnyc{u" vjcv" qh" cp" insider/outsider within 
both art and botanical illustration. Moreover, North starts to cuts an unsettling figure 
in relationship to her own personal historical/social-political/environmental history.  
Fgurkvg" PqtvjÓu" kpukuvgpv" wug" qh" ctvkuvke" oqfgu" qh" tgrresentation and her 
consequent incompetence as a Botanical illustrator, there has been a persistent 
tendency to exclude her work from exhibitions and collections dedicated to the 
displaying of artistic forms of visual representation. The North gallery at Kew 
remains the one place in which it is possible to view a significant collection of 
PqtvjÓu"rckpvkpiu"ykvjkp"cp"cguvjgvkekugf"tcvjgt"vjcp" kp"cp"ctejkxcn" ugvvkpi0"C"tgegpv"
inclusion of paintings by Notvj"kp"Nkqpgn"NcodqwtpgÓu"dqqm"Victorian Painters under 
vjg" ejcrvgt" vkvng" ÒYqogpÓu" CtvÓ goes some way towards recognitkqp" qh" PqtvjÓu"
engagement with artistic modes of representation. However, even there, she is 
described simply as yet another woman who excelled as a botanical painter 
[Lambourne 2005b: p. 325]. 
Traditional art-historical readings do not encompass the problematic uncertainty 
qh"PqtvjÓu" rckpvkpi" dgecwug" qh" vjgkt" vgpfgpe{" vq" hqtowncvg" rcvvgtpu"ykvjkp" c" nkpgct"
chronological time frame, thereby, placing everything into a more or less neat 
periodizing order. Practices of visual representation do not, however, fit  neatly into 
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this order. Makers of images have always sought to work within the context of their 
own times while making reference to the past production of images. At the same time, 
while images and visual practices are understood contemporaneously in terms of the 
prevailing discourses of their immediate contexts of production, they involve a 
bringing together of past and present that is open to recontextualisation and 
remotivation in light of future events. In short, images and visual practices are open to 
interpretation according to constantly shifting perspectives over time that deny the 
possibility of a fixed historical narrative. If we wish to wrest a now demonstrably 
hybrid and uncertain North from her currently imposed historical-taxonomical 
identity, it therefore becomes necessary to view her painting from an unconventional 
historicising point of view; one that overwrites, but does not entirely erase, 
conventional readings of pictures, allowing for the possibility of new conceptions of 
visuality to emerge. Such an unconventional view would enable a re-mapping of 
PqtvjÓu"rckpvkpiu"vq"qeewt."kpxqnxkpi"c"enqug"cpcn{vkecn"tgcfkpi"qh"vjg"rctvkewnct"uv{ngu"
and practices contingent upon her paintings, thus allowing us to formulate a time line 
that shuttles actquu" jkuvqtkecn" dqwpfctkgu" rtgugpvkpi" c" j{dtkf" tgcfkpi" qh" PqtvjÓu"
paintings as a site of prior influences and latter day parallels, something that artists 
have been doing for centuries. 
VwtpgtÓu"rgtuqpcn"reactions to the Landscape painter Claude LorrainÓu artworks 
in 1799, a whole century after Claude had died, are significant. Turner recorded his 
thoughts on the Claude landscapes within sketchbooks and from then on constantly 
referred to them throughout his own landscape paintings cickp" cpf" cickp0"VwtpgtÓu 
inspiration explains how artists look both backwards and forwards while still 
remaining present within the making of a work [Lewis 2012 p.17]. Susan Foister 
states in Vko"NgykuÓs article in The Observer, newspaperuÓ"tgxkgy."Hockney, F reud, 
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Turner and Hirst: art blockbusters of 2012 vjcv"Vwtpgt"ycu"Òlooking backwards and 
hqtyctfu" cv" vjg" ucog" vkogÓ" dgecwug" Vwtpgt" Òcould look at a work painted decades 
earlier and make soogvjkpi"fkhhgtgpv"qh"kvÓ somevjkpi"vjcv"Òctvkuvu"iq"qp"fqkpiÓ today 
[Lewis 2012: p.17]. There is an acceptance within art history and making that a 
painting holds something of the past through the referencing of art language. An 
artwork presents form that is the position of the artwork at the time of its making, and 
this may also comply with other artworks made at the same time. The maker is after 
all surrounded by visual material and the work of other makers within their own 
lifetime. There are expectations placed upon artworks and their future is therefore an 
uncertain one, as fashions change over time. The overall cultural outlook is that an 
artworkÓu" hwvwtg" ku" wpfgekfgf as well as the artworkÓs influences upon future art 
works, thereby forming a vtceg"uvtwevwtg"kp"ceeqtfcpeg"ykvj"FgttkfcÓu"vjinking on the 
relationship between past, present and future readings.
40
 
 
ÒRcuvÓ 
 
Vjg" gctnkguv" kfgpvkhkcdng" fktgev" kphnwgpeg" wrqp" PqtvjÓu" rckpvkpiu" ku arguably Dr. 
Robert TjqtpvqpÓu" composite work [Blunt 1990:p.27] The Temple of F lora (1799-
3:29+0"Qp"vjg"htqpvkurkgeg."Vjqtpvqp"ku"fguetkdgf"cu"c"ÒIctfgp"Dqvcnist Poet Painter 
                                               
40 Vjg"ÐrtgugpvÑ"ceeqtfkpi" vq"Fgttkfc"ku"cp"gngogpv"yjkej"crrgctu"qp" vjg" Òuegpg"qh"rtgugpeg"cpf" ku"
tgncvgf"vq"uqogvjkpi"qvjgt"vjcp"kvugnhÓ0"Kv"vjgtghqtg"mggru"Òykvjkp"kvugnh"vjg"octm"qh"vjg"rcuv"gngogpv."cpf"
already letting itself be vitiated by the mark of its relation to the future gngogpvÓ0"Vjku" Òvtceg" dgkpi"
related no less to what is called the future, then to what is called the past, and constituting what is 
called the present by means of this very relation to what it is not: what it absolutely is not, not even a 
past or a future as a modified present. An interval must separate the present from what it is not in order 
for the present to be itself, but this interval that constitutes it as present must, by the same token, divide 
the present in and of itselfÓ0"Vjku"fkxkfg"qt" urcekpi" ku" Òvjg"dgeqokpi-space of time or the becoming-
vkog" qh" urceg" vjcv" cnnqyu" hqt" c" Òu{pvjguku" qh" octmu." qt" vtcegu" qh" tgvgpvkqpu" cpf" rtqvgpvkqpuÓ" vjcv"
reproduce amongst other things a transcendental language [Derrida 1982: p.13]. 
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cpf" RjknquqrjgtÓ" ]Thornton 1812: p.1].41 Engravings are also present in the Greek 
style of Aesculapius, Ceres, and Flora. Cupid is shown honouring the bust of the 
creator of the floral classification system, Linnaeus and its inclusion could be 
perceived as a reference to vjg" ugzwcn" pcvwtg" qh" NkppcgwuÓu system; a controversial 
vczqpqo{." dgecwug" qh" vjg" cpcnqikgu" kv" ftgy" Òdgvyggp" vjg" tgrtqfwevkxg" qticns of 
hnqygtu" cpf"rgqrngÓ" ]Hctc" 4226<" rr038-5;_0"Yqogp" kp" rctvkewnct."ygtg" Òvctigvgf" cu"
rwtejcugtu"qh" vjgug" pgy"rwdnkecvkqpuÓ"cu" Òuvwf{kpi" hnqygtu" uggogf"cp" kfgcn"rcuvkog"
for women - not too taxing mentally, a gentle occwrcvkqpÓ"fgurkvg"vjg" hcev" vjcv"after 
Nkppcgwu" Òdqvcpke" xqecdwnct{" xkdtcvgf" ykvj" ugzwcn" kppwgpfqÓ" ]Hctc" 4226<" r041]. 
ThorntonÓu" rwdnkecvkqp" eqkpekfgf"ykvj" vjg" fgxgnqrogpv" qh" c" Òengcpgf"wr" xgtukqp" qf 
Linnaean classificationÓ [Fara 2004: pp.44-45]. 
Many famous names provided sickly prose to accompany the images in 
VjqtpvqpÓu" dqqm." kpenwfkpi"Igqtig"Ft{gt (1755-1841) and Erasmus Darwin (1731-
1802). Vjqtpvqp"jcf"Òjqrgf"vq"ocmg"jku" hwvwtg"d{"qticpk¦kpi"cp"gzvgpukxg"ugtkgu"qh"
ncxkuj" dqvcpkecn" knnwuvtcvkqpu" vq" ceeqorcp{" c" Nkppcgcp" vgzvÓ" d{" Ò]e_qookuukqpkpi"
famous artists to produce elaborate coloured plates of exqvke" hnqygt" cttcpigogpvuÓ 
[Fara 2004: pp.44-45]. Many of the images in The Temple of F lora were by the 
renowned painter Phillip Reinagle (1799-1807), and included representations of a 
Selenicereus or The Night-blowing cereus and a print of Calliandra grandif lora 
otherwise known as The Large F lowering Sensitive Plant. In the mass print version of 
The Temple of F lora."vjgtg"ctg"tcvjgt"etwfg"kocigu"kp"Òog¦¦qvkpvÓ"cpf"ÒcswcvkpvÓ."ykvj"
                                               
41 It must also be pointed out that John Ray (1628-1705), the son of an Essex Blacksmith who became 
mpqyp" cu" ÒGcuv" CpinkcÓu" itgcvguv" pcvwtcnkuvÓ" cpf fguetkdgf" cu" vjg" ÒGpinkuj" CtkuvqvngÓ." ygpv" qp" vq"
produce a system of classification for plant species after the death of his friend and fellow companion 
Francis Willughby (1635-1672) with whom he had travelled throughout Europe during the middle part 
qh" vjg" ugxgpvggpvj" egpvwt{." ecvcnqiwkpi" cpf" fguetkdkpi" urgekogpu0" Tc{Óu" yqtm" ycu" uwdugquently 
Ògzvgpfgf"cpf"tcvkqpcnksgfÓ"d{"Nkppcgwu"vjtqwij"c"ugtkgu"qh"dqqmu"gpvkvngf"vjg"Systema Nature (1735) 
and Species Platarum (1753) [Ford 1993: pp.93-94].   
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uqog"qh"vjg"rncvgu"Ògzgewvgf"kp"qpg"qh" vjg"uvcvgf"ogfkwou" - cpf"uqog" kp"vjg"qvjgtÓ."
while in some caseu"Òegtvckp"rtkpvu"crrn{"dqvj"rtqeguugu"vq"vjg"ucog"rncvgÓ"]Dnwpv"and 
Stern 2000: p.241], with others, still, appearing to have been coloured afterwards in 
paint, making them rather messy. In contrast, the limited edition of The Temple of 
F lora is well executed and the illustrations appear to have been, painted in oils 
[Sherwood 2005: p.374_" PqtvjÓu" hcxqwtgf" ogfkwo0" Kp" Great F lower Books 1700-
1900, Wilfred Blunt cuugtvu"vjcv"eqrkgu"qh"Vjg"Vgorng"qh"Hnqtc"ctg"Òc"dkdnkqitcrjgtu"
pkijvoctgÓ" dgecwug" " Òjctfn{" cp{" two ctg"swkvg" vjg" ucogÓ" ]Dnwpv"3;;2: p.42]. In the 
same book, Sitwell stated that the publication was fraught with financial difficulties 
cpf" vjcv" ÒVjqtpvqp" ]È_" twkpgf" jkmself d{" vjku" rtqlgevÓ" ]Ukvygnn" 3;;2: p.27]. As a 
tguwnv." VjqtpvqpÓu" dqqm" ku" eqpukfgtgf" vq" dg" qpg" qh" Òvjg" itgcvguv"yjkvg" gngrjcpvu" qf 
dqvcpkecn"ctvÓ"]Ujgtyqqf"4227<"r0152].  
PqtvjÓu" eqorqukvkqpcn" nc{qwvu" crrgct" vq" jcxg" dggp" jgcxkn{" kphnwgpegf" d{" vjg"
knnwuvtcvkqpu"etgcvgf"hqt"VjqtpvqpÓu"dqqm."kpenwfkpi"vjgkt"cffkvkqpcn"hnqtcn"kphqtocvkqp"
and the (colonialist) use of indigenous people standing next to trees in town and 
village scenes, (something that was echoed by colonialist photography) such as that of 
Dr Hans Shafer and his photograph of a Amorphophallus Brooksii, Lebong, in 
Sumatra in 1937 with two local men standing next to the plant [See figure 79]. The 
figures appear to have been used as some sort of visual measuring device in relation 
to the height of a specimen, thereby acting as a decorative gauge for viewers. This is 
okttqtgf"kp"PqtvjÓu"rckpvkpi"A Remnant of the Past near Verulam, Natal, with a small 
local figure standing next to the tree she depicts [See figure 80]. The pictorial 
ukoknctkvkgu" dgvyggp"VjqtpvqpÓu." The Temple of F lora." cpf"PqtvjÓu"rckpvkpiu"fq"pqv"
end there. In the illustration of the Large F lowering Sensitive Plant [See figure 81], 
accompanied by a poem by Erasmus Darwin, we see undulating mountains, often 
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repeated by North in her own paintings. Moreover, in this particular illustration 
hummingbirds are present; an animal that North also painted on numerous occasions. 
TgkpcingÓu" rckpvkpi" cpf" FctykpÓu" rqgo" could easily have been one of the 
inspirational starting points for NorvjÓu" qyp" kpvgtguv" kp" vjg" dktf0"Ceeqtfkpi" vq" Lcpg"
Owptq"kp"vjg"ejcrvgt"ÒOqtg"nkmg"c"yqtm"qh"Ctv"vjcp"qh"PcvwtgÓ<"Fctykp."Dgcwv{"cpf"
Ugzwcn"UgngevkqpÓ."kp"Endless Forms, stuffed hummingbirds were present at the Great 
Gzjkdkvkqp"qh"3:73"yjgtg" vjg"qtpkvjqnqikuv" Lqjp"Iqwnf"fkurnc{gf" vjgo" kp" Òecugu"qp"
tgxqnxkpi" uvcpfuÓ." uwurgpfkpi" vjgo" Òcokfuv" tgcnkuvke" hqnkcig" kp" rqugs that simulated 
hnkijvÓ"]Owptq"422;: p.482_0"Ejctngu"FctykpÓu"Descent also includes discussions on 
the beauty and aesthetics of the hummingbird0"PqtvjÓu"rckpvkpi"2269." F lowers of the 
Datura and Humming Birds, Brazil [See figure 82], depicts a hummingbird feeding 
from the newly opened flower head of a Datura cornigera Knightii plant sitting next 
to its nest in a manner strongly reminiscent of Reinagle. The hummingbirds in 
TgkpcingÓu"rckpvkpi"hggf"cpf"hn{"ukownvcpgqwun{"htqo"vjg"rncpv."c"eqorqukvkqpcn"vtqrg"
that North repeats. North however, makes a greater attempt to show some of her 
rncpvÓu" vczqpqo{" kp" vjg" Nkppcgcp/Ehret manner through the depiction of a flower, 
dwf." rqf." cpf" ngcxgu0"Qp" vjku" qeecukqp."PqtvjÓu" jcpfnkpi" qh" vjg" rckpv" ku" eqpvtqnngf."
with a range of applied marks. In painting 0025, of an Inf lorescence of the Blue Puya, 
and Moths, Chile [See figure 83], North also depicts a plant with a hummingbird in a 
manner that is, again, similar to that of Rienagle with the birds feeding from the top of 
the plant.  
The scene depicted in painting 0047 is set by a riverbed and, as such, is also 
eqorqukvkqpcnn{" ukoknct" vq" TgkpcingÓu" knnwuvtcvkqp" qh" The NightÎblowing Cereus 
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eqpvckpgf"kp"VjqtpvqpÓu The Temple of F lora.42 TgkpcingÓu" knnwuvtcvkqp"vcmgu"c"xkuwcn"
liberty by including an English Manor House in its background. It appears that 
Vjqtpvqp" kpukuvgf"qp" vjg" knnwuvtcvqt"rckpvkpi" vjg"rncpv" kp"c" ugvvkpi" Òcrrtqrtkcvg" vq" kvu"
uwdlgevÓ" tcvjgt" vjcp" kp" tgncvkqp" vq" c" Òogtg" ictfgp" qt" itggpjqwugÓ" ]Ujgtyqqf" 4227<"
p.152]. This kind of fanciful compositional style was replicated by funerary postcards 
of the nineteenth century, used in both funeral homes and graveyard settings. By 
contrast PqtvjÓu" rckpvkpi" 2269, sets the plant and birds in relation to their natural 
habitat in a scientifically realistic manner. 
PqtvjÓu"rckpvkpiu"qh"jwookpidktfu"oc{"cnso have had another influence, in the 
shape of the work of the North American painter Martin Johnson Heade. Johnson 
Heade, who is often included by historians as a member of the Hudson River School 
made a number of paintings that brought together jwookpidktf" Òurgekgu" htqo"
fkhhgtgpv" tgikqpu" kp" Egpvtcn" cpf" Uqwvj" CogtkecÓ" ]Munro 2009: p.261]. In Johnson 
JgcfgÓu" rckpvkpi< Cattleya Orchid and Three Hummingbirds, of 1871 [See figure 
84], he appeared to have included the habitat of the bird alongside native flowers. 
PqtvjÓu" rckpvkpiu" ctg" gzvtcqtfkpctkn{" enqug" eqorqukvkqpcnn{" cpf" kp" vgtou" qh" vjgkt"
applied drawing and paint application to those of Johnson Heade [see figure 85] with 
there placing of the birds upon a branch in a natural setting accompanied by a specific 
type of flora.  
Johnson JgcfgÓu"eqodkpcvkqp"qh"Jwookpidktf"cpf"qtejkf drew Darwin to his 
work [Munro 2009: p.263]. Indeed, his paintings have been described as being a 
Òperfect illustration of DarwipÓu" vjgqt{" qh" pcvwtcn" ugngevkqp ]È_" cornkhkgf" dy the 
                                               
42 The compositional formula discussed here may have been introduced to North by Valentine 
Bartholomew who vcwijv"Pqtvj"cpf"Òhabitually set his vibrantly coloured flower studies in a landscape 
often in association with an architectural feature, such as the pedguvcn"qh"c"eqnwopÓ"]Dtcegiktfng"3;;5<"
p. 3]. According to Elizabeth Bracegirdle."vjku"ycu"Òa usghwn"ewgÓ. However, North wuwcnn{"crrnkgf"Òc"
real tcvjgt" vjcp" kocikpgf" ncpfuecrgÓ." vjgtgd{" d{rcuukpi" vjg" ctvkhkekcn" lwzvcrqukvkqp set out by 
Bartholomew and Thornton, to place and paint plants in their homes [Bracegirdle 1993: p.3]. 
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*korqtvcpeg+"jwookpidktfu"cuuwog" kp"FctykpÓu" vjgqt{"qh" ugzwcn" ugngevkqpÓ" ]Owptq"
2009: p.263]. However, Johnson Heade may well have aligned himself more with 
Cogtkecp" etgcvkqpkuv" vjgqt{" vjcp"FctykpÓu" vjgqtkgu" kp" vjg" ocmkpi" qh" jku"yqtm0"Cu"
Munro states in Endless Forms."JgcfgÓu"xkgyu"qp"Fctykpkuo"ygtg"cv"vjg"very least 
uncertain. Johnson Heade, moved in social circles including some of the leading 
Fctykpkuvu"kp"vjg"Wpkvgf"Uvcvgu."dwv"Òjg"ycu"cnuq"enqug"vq"vjqug"yjq"ygtg"xkiqtqwun{"
opposed to his theorieuÓ0"Vjgtg" ku." kp"cp{"ecug." nkvvng"gxkfgpeg"vq"uwiiguv that Heade 
Òycu" kpurktgf" vq" rckpv" jwookpidktfu" d{" cp{vjkpi" oqtg" vjcp" jku" qyp" ctvkuvke"
imperativeu"cpf"nqxg"qh"vjg"dktfuÓ"]Owptq"422;<"r0263]. Johnson Heade cpf"PqtvjÓu"
viewpoints on nature can therefore be seen to diverge to some degree.  
 Moreover, Johnson JgcfgÓu"jwookpidktfu"ygtg"pqv"rckpvgf"cv"hktuv"jcpf0"Vjg{"
ctg"Òhkevkqpcnk¦gf"ctvkhcevuÓ"vjcv"eqodkpg"Òurgekgu"yjkej"jg"]Lqjpuqp"Heade] had seen 
in different countries with plants Î igpgtcnn{" qtejkfuÓ" [Munro 2009: pp.262-263]. 
Johnson Heade was therefore a composite painter and not a scientific illustrator. This 
composite style is not dissimilar to that used by Reinagle in The Temple of F lora 
which, supplements representations of nature with other, supposedly enervating or 
visually helpful sources of pictorial information, such as buildings and people.  
Cpqvjgt" nkmgn{" kphnwgpeg" qp" PqtvjÓu" yqtm" ku" c" rtgqccupation during the 
nineteenth egpvwt{"ykvj"vjg"Cpekgpv"Itggm"rckpvgt"ZgpkcÓu"ngigpfct{"gzegnngpeg"cu"a 
still-nkhg" rckpvgt0" Zgpkc＿Òvjg" pgwvgt" rnwtcn" qh" Zgpkqp" qt" Ðiwguv-ikhvÑ" gornq{gf" d{"
JqogtÓ." yjkej" ku" clso Greek for hospitality [Blasone 2010: no page numbers_＿ku"
purported to have made paintings so convincing that they fooled viewers into 
believing that the things they represented were real. An example of which is 
illustrated in a Xenia guest gift painting, displaying food in the form of a still life [See 
figure 86].  Xenian style still life painting from antiquity often included fruit, flowers, 
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vessels of wine or water, and drinking goblets. The delights qh"Òoqfguv"fkpper-vcdnguÓ"
were also celebrated kp" vjg" Òrtgugpvcvkqp" qh" icog-dktfu." cpf" ugc" hqqfuÓ" cnuq" ncvgt"
hqwpf" tgrtgugpvgf" kp" ÒRqorgkcp" uvknn-nkhg" rckpvkpiuÓ" ]Boardman 1995: p.740] and, 
according to Vitruvius, paintings coming from the area of Herculaneum [Boardman 
1995: pp.740-3_0"ZgpkcÓu"cevwcn"qtkikpu"ctg"eqpvgpvkqwu."jqygxgt0"Eqoogpvcvqtu"ctg"
divided between those who believe that Xenia was an actual early Greek artist written 
about by Pliny the Elder (23-79) and those who see the name as referring to a style of 
painting associated with the work of a number of artists including Philostatus the 
Elder [Blasone 2010: no page numbers]. Pliny also discusses genre scenes by a 
Piraeicus or Peiraikos yjq"Ònived and worked in Greece during the fourth century BCE 
who was famous within his own times and was labelled rhyparographos qt"Òrckpvgt"qh"
xwnict" uwdlgevuÓ0" ZgpkcÓu" pcog." yjkej" ycu" wugf" rtgxcngpvn{ by the Greeks and 
Romans in reference to still life paintings [Blasone 2010: no page numbers], occurs in 
the writings of Marcus Vitruvius Pollio, a Roman architect who died after 15 BCE 
*yjqug"Òrtqhguukqpcn"eqorgvgpegu"ygtg"enqugt" vq"vjg"rtcevkeg"qh" hkpg"ctvuÓ+ [Blasone 
2010: no page numbers]. 
According to Norman Bryson writing in Looking at the Over Looked, Xenian 
rckpvkpiu" Òujctg" c" uvtkmkpi" cpf" fghkpkpi" hgcvwtg" ykvj" cnn" ncvgt" hqtou" qh" uvknn" nkhg"
rckpvkpiÓ."yjkej"ku"vjg"Òcdugpeg"qt"fgnkdgtcvg"cxqkfcpeg"qh"vjg"jwocp"hkiwtgÓ"]Dt{uqp"
1990: p.60]. The modern applied use of rhyparographos or rhopography in relation to 
still life and indeed later townscape rckpvkpi."tgncvgu"vq"vjg"Òfgrkevkqp"qh"vjqug"vjkpiu"
yjkej"ncem"korqtvcpegÓ."rquukdn{"fwg"vq"vjg"ncem"qh"vjg"jwocp"rtgugpeg."vjcv"cte thus 
overlooked [Bryson 1990: p.61]. The genre of still life painting belongs to a long 
vtcfkvkqp" kpxqnxkpi" Òvjg" ngctpkpi"qh" ÒetchvÓ" vq"gpcdng" vjg"ctvkuv" vq"wpfgtuvcpf" hqto"cu"
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ygnn"cu"vjg"eqpvgpv"qh"vjg"kocigÓ0"Cu"uwej"kvu"hqtocv"ku"qhvgp"wugf"cu"cp"Ògzgtekug"vq"
flex a particular muscng"yjkej"pggfu"yqtmkpiÓ"]Dt{uqp"3;;2<"r012]. 
The Xenian approach to still life is retained strongly in relation to the kitchen 
pictures or bodegones of the Spanish artist, Juan Snchez Cotn (1561-1627), whose 
painting Still  life  with Quince, Cabbage, Melon  and Cucumber, c.1602 [See figure 
87] [Bryson 1990: p.63], makes use of a conventional scientific application of 
geometry present as part of high art practice during the fifteen and sixteen-hundreds. 
This particular configuration would be repeated in the making of still life paintings of 
flora, fruit and vegetables placed upon plinths throughout the subsequent history of 
yguvgtp"ctv0"EqvƒpÓu"tjqrqitcrj{ came to fruition during the seventeenth century as 
part of SrckpÓu" oqpcuvke" ewnvwtg."yjgtg" htwkv" cpf vegetable still lifes took on great 
aesthetic importance [Bryson 1990: p.63]. This importance stemmed from a scarcity 
of fresh food which had come about as a result of Spain having become impoverished 
dgecwug"eqnqpkcnkuv"Òiqnf"jcf"pqv"dggp"kpxguvgf"kp"cp{ rtqfwevkxg"yc{Ó0"Ceeqtfing to 
Norbert Schneider in Still Life." vjku" Òncem" qh" hqqf"ycu" tghngevgf" kp" vjg" uvknn" nkhgu" qh"
Snchez Cotn ]È_ where the composition is generally simple and avoids 
eqorngzkv{Ó" ]Uejpgkfgt 2009: pp.121-344_0"Ceeqtfkpi" vq"Dt{uqp."EqvƒpÓu" rckpvkpiu"
oc{" jcxg"ocfg" fgnkdgtcvg" wug" qh" ukornkekv{." Òvcmkpi"yjcv" ku" ngcuv" korqtvcpv" kp" vjg"
world-the discarded contents of a larder-and lavishing there the kind of attention 
normally reserved for what is of suprgog" xcnwgÓ" ]Dt{uqp"3;;2<" r064]. If Bryson is 
eqttgev." EqvƒpÓu" uvknn" nkhgu" oc{" jcxg" ikxgp" c" tgcnkuvke" kpvgtrtgvcvkqp" qh" htwkv" cpf"
vegetables, but would not have been perceived by Cotn simply as a visual record 
[Bryson 1990: p.64].  
At this time, an interest in geometrical perspective had also developed in Spain. 
Cotn took this interest to an extreme through applied geometry, making use of the 
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urjgtg." vjg" eqpg" cpf" vjg" uswctg" cu" hwpfcogpvcn" igqogvtkecn" hqtou" Òcnoost for their 
qyp"ucmgÓ"]Dt{uqp"3;;2<"r.66]. Aeeqtfkpi"vq"Dt{uqp."EqvƒpÓu"rtgekug"crrnkecvkqp"qh"
geometry is topological, that is to say spatially flattening, in its effects [Bryson 1990: 
p.69]. In the complement vq"EwtvkuÓu"ocic¦kpg"cpf"VhqtpvqpÓu"hnqygt"dqqmu there is a 
pictorial representation of a Silver Rock Mellon by a George Brook (1804-12) [See 
figure 88] vjcv"dgctu"c"uvtkmkpi"tgugodncpeg"vq"EqvƒpÓu"rckpvkpiu."ykvj"c"htwkv"ukoknct"
to those depicted by Cotn placed on a plinth in front of a simple background. Like 
ocp{" qvjgtu" kp" VjqtpvqpÓu" dqqmu." DtqqmÓu" rckpvkpi" ku" more illustrative than 
topological in the strict scientific-botanical sense [Synge 1990: p.65]. By the same 
vqmgp."fgurkvg"jku"ectghwn"wug"qh"igqogvt{."uq"ku"EqvƒpÓu0""Vjgtg"ctg"vjgtghqtg."fgurkvg"
appearances to the contrary, clear grqwpfu" hqt" fkhhgtgpvkcvkpi" dgvyggp" EqvƒpÓu"
paintings and similarly simplified images characteristic of scientific-botanical 
illustration. 
In his book Secret Knowledge, David Hockney asserts that Cotn, like Drer 
before him, used optics in the making of his paintings. According to Hockney, in 
EqvƒpÓu" rckpvkpiu" Òvjg" qdlgevu" ctg" cnn" qp" vjg" ucog" rncpg." dgecwug" qh" fgrvj" qh" hkgnf"
rtqdngouÓ" vjcv" qeewt" fwg" vq" vjg" crrnkgf" wug" qh" c" Òjqng-in-the-ycnn" vgejpkswgÓ as 
witnessed in the photographic evidence obtained by Hockney c 2006 [See figure 89]. 
That is to say, Cotn can be understood to have placed objects closely together in 
such a way that they would all be in focus when viewed and transcribed through the 
use of a camera obscura or similar device. The framing of the objects as if surrounded 
d{"c" Òuocnn"ykpfqy"ykvj"c" ngfigÓ"dgkpi"wugf"vq"cvvckp"ceewtce{"qh"tgrtgugpvcvkqp"cv"
speed, thereby saving any food objects from decay [Hockney 2006: pp.106-107] (a 
technique which would have made huge sense given the lack of food fwtkpi"EqvƒpÓu"
time).  
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Throughout the seventeenth and eighteenth centuries, artists continued to 
produce still-lifes ostensibly similar to works of scientific-botanical illustration, for 
example, the Dutch painter of flowers, Jacob Van Huysum (1687-1740), who in 1730, 
was commissioned by English Parliamentarian Hugh Walpole to produce a Catalogue 
Plantarum0" Jw{uwoÓu" rckpvkpiu" fkf" pqv." jqygxgt." eqphqto" rtgekugn{" vq" vjg"
conventions of scientific-botanical illustration, since Huysum almost certainly 
followed vjg"gzcorng"qh"qvjgt"Fwvej"hnqygt"rckpvgtu"yjq"jcf"Òetgcvgf"cpf"tghkpgf"c"
number of devices which helped them to achieve the illusiop"qh" c" eqpxgz"dqwswgvÓ"
[See figure 90] [Taylor 1995: pp.194-196]. During the seventeenth century, the Dutch 
were increasingly concerned with colonialist as well as scientific exploration and, 
therefore, developed systems by which to accurately depict and exploit their new 
findings. Holland was a Protestant Nation and during the seventeenth century adopted 
certain attitudes towards its own wealth including a spectrum of responses to 
affluence vjcv" tcpigf" htqo" Òjkij" oqtcnkuo." vq" cpzkgv{" eqpegtpkpi" vjg" tqng" qh"
eqpuworvkqpÓ"cnqpi"ykvj"vjg"Ògzwdgtcpv"gplq{ogpv"qh"rngpv{Ó"]Dt{uqp"3;;2< p.15]. As 
c" eqpugswgpeg" Òvje aesthetic principles of still-lifes changed and finally shed all 
tgnkikqwu" u{odqnkuoÓ0"Vjg" Òugocpvke"eqpvgpv"qh"ctv"ycu"tgfwegf"vq"ugewnct"rtqdngou"
tgncvgf" vq" vjg" yqtnf" kvugnhÓ" cpf" vq" vjg" Òfgoqpuvtcvkqp" qh" okffng-class virtues and 
xcnwguÓ"]Uejpgkfgt"422;="r0201]. Despite its highly realistic appearance, Dutch flower 
and still-nkhg" rckpvkpi" ycu." jqygxgt." pqv" uq" owej" cp" Òctv" qh" vtcpuetkrvkqpÓ" *cu" ku"
conventionally supposed to be the case with regard to scientific-botanical illustration) 
cu" Òcp"ctv"qh" knnwukqpÓ" ]Vc{nqt 1995: pp.194-196].43 Fwvej" Òyknnkpipguu" vq" tgictf"vjg"
                                               
43 Blunt and Stearn, writing in The Art of Botanical Illustration, state vjcv"Òvjg"ugxgpvggpvj"egpvwt{"ycu"
rtqdcdn{" fqokpcvgf" d{"GpincpfÓu" eqpvtkdwvkqpu" vq" dqvcp{"yjknuv" Htcpeg" cpf"Jqnncpf" fqoknated the 
development of flower depictionsÓ0"Kp"Htcpeg."some derivative works were produced via the traditions 
of the herbal proper, but also more refined works linked with the illuminated manuscripts in the works 
of Rabel, Robert and Aubriet. In Holland, flowers were becoming an increasingly prominent aspect of 
143 
 
rckpvgtÓu"etchv"cu"hqwpfgf"wrqp"gorktkecn"rtqegfwtgu"yjkej could be directly aided by 
an optical device."ycu" Òrgthgevn{" kp" mggrkpi"ykvj" qpg of the main thrusts of Dutch 
seventeenth egpvwt{" uekgpegÓ" cpf the refining of optical technologies [Kemp 1990: 
p.3;4_0"Yknngo"McnhÓu"uvknn"nkhgu such as Still life with the Drinking Horn, of the Saint 
Sebastian, of 1653, which depicts a large lobster on a table or plinth, with goblets and 
fruits [See figure 91] and Paulus Theodqtwu"xcp"DtwuugnÓu"cpf" the Jan van Huysum 
flower paintings held in the Dutch National Gallery, Amsterdam. All depict plinths 
that could have been a focus for an optical devise used to aid still-life production. 
Hockney refers to the space defined by the exvgpv" qh" vjg" rnkpvj" cu" c" Òuyggv" urqvÓ"
qwvukfg"qh"yjkej"Òkv" ku" korquukdng"vq"igv"vjg"kocig"kpvq"ujctr"hqewuÓ"]Jqempg{"4228<"
p.103]. This use of a plinth as a stage for still-life objects would have allowed for 
those objects to sit neatly within a defined space as a means of procuring a realistic 
image. It did not, however, enable the kind of topological transcription demanded by 
botanical illustration. 
The largely shadowless forms of seventeenth and eighteenth century Dutch still-
life and flower paintings suggest a composite form of painting. The depiction of 
individual flower head and still life objects in Dutch painting often suggests multiple 
light sources, some of which are unrelated to the generalised lighting of the whole 
image and that are possibly made up. Foucault, in Manet and the Object of Painting 
states that Òvjg" rkevwtg" cnyc{u" tgrtgugpvuÓ kp" cffkvkqp" vq" kvu" uwdlgev." Òc" egtvckp" nkijv"
uqwteg" yjkej" uyggru" vjg" ecpxcu" cpf" rtqxqmgu" wrqpÓ" vjg" uwdlgev" tgrtgugpvgf"
[Foucault, 2009: p.58]. This light source Foucault argues, gives rise to modeling, and 
presents a relief uwiiguvkpi"jqnnqyu"gve0Ó"Vhat, Foucault himself attests, began in the 
                                                                                                                                      
everyday life. The related craze of tulipomania can ultimately be understood to have degenerated into 
Òyjcv"ecp"qpn{"dg"fguetkdgf"cu"c"uvqem"gzejcpig"qh"hnqygtuÓ"]Dnwpv"cpf"Uvgctp"4222<"r0349_0 
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quattrocento. In making this claim, Foucault fails to take in to account the way in 
which artists actually make their images. Even images made using optics often 
involve a combining of views apprehended over time and therefore persistent shifts in 
light source and lighting effects. Furthermore, they also involve artful arrangements 
of light and shade on the part of artists that work compositionally but that are not 
wholly consistent optically.  
What is more, Hockney states that multiple optical devices could have been 
used in the production of a single image. Here Hockney cites the work of Juan van der 
Hamen Lon, who grouped still-lifes on a collection of separate plinths. This allowed 
the artist to concentrate upon the representation of one still-life composition at a time 
dghqtg"eqodkpkpi"vjqug"tgrtgugpvcvkqpu"Òvq"etgcvg"vjg"dkiigt"rkevwtgÓ"]Jqempg{"4228< 
p.108]. Dutch painters of the eighteenth egpvwt{"Òpgxgt"ucy"vjg"dqwswgvu"vjg{"rckpvgf."
ukpeg" vjg" dqwswgvu" pgxgt" gzkuvgfÓ0"Vjg{" vqq"ygtg" eqorqukvgu." eqpvckpkpi" kpfkxkfwcn"
pieces of visual information stitched together to create an illusory whole [Taylor 
1995: pp.194-196]. Flowers were strategically placed so that complementary contrasts 
yqwnf"qeewt"Òcv"uvtcvgike"rqkpvu"pgct"vjg htqpvÓ"qh"vjg"rckpvkpi"]Vc{nqt"3;;7< pp.194-
196]. Dutch paintings could not have depicted free-standing still-lifes, as the objects 
they represented would have been arranged and lit selectively over time [Taylor 1995: 
pp.196-197]. Dutch painters regarded this practice as a part of their craft and as 
Òhqwpfgf" wrqp" gorktkecn" rtqegfwtguÓ" kp" mggrkpi" ykvj" c" eqpvgoporaneous view of 
science [Kemp 1990: pp.192-193]. The use of the camera obscura would therefore 
jcxg"dggp"uggp"cu"Òtgncvkxgn{"htgg"htqo"vjg"uvkiocu"qh"okpfnguupguu"qt"gxgp"ejgcvkpiÓ0"
Indeed, there is written evidence in the form of contemporary accounts that names 
Dutch painters who used a camera obscura [Kemp 1990: p.193].  
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EqvƒpÓu"uvknn-lifes (and those of Dutch painters of the seventeenth and eighteenth 
centuries are both representative of a continuing artistic practice of creating realistic 
illusions of objects set within relatively shallow illusiopkuvke"urcegu0"Fgurkvg"Òeqpuvcpv"
]È_" hcuv- moving changes occurring in the spheres of ideology, economics, and 
teejpqnqi{Ó" fwtkpi" vjg" gkijvggpvj" egpvwt{" xgt{" Ònkvvng" cevwcn" kppqxcvkqpÓ" vqqm" rnceg"
within this particular art practice [Bryson 1990: p.12], regardless of the high levels of 
skill required by artists and the myriad properties expected to be applied by this 
rctvkewnct" uv{ng"qh" kocig"ocmkpi0"Ocp{"dgicp" vq" hggn" vjcv" Òogtg" tgrtgugpvcvkqp"ycu"
uqogjqy"ogejcpkecn"]È_"c"okpfnguu"vtkem"rnc{gf"d{"uqogqpg"ykth a steady hand and 
c"itgcv"fgcn"qh"rcvkgpegÓ"]Vc{nqt"3;;7<" pp.194-196]. 
Enctc"RggvgtuÓ" *3829-21) paintings of flowers, fruit and table wares similar to 
the contents of a Xenia style painting, but far more lavish, and Ambrosius Bosschaert 
vjg"gnfgtÓu (1573-1621) hnqygt"rckpvkpiu."yjkej"ocmg"Ògcej"dnqqo ]È_ visible by an 
artificially disjointed composition and an uneven fall of lightÓ"]Vc{nqt"3;;7<"rr0194-
3;8_." ctg" eqorqukvkqpcnn{" cpf" uv{nkuvkecnn{" xgt{" ukoknct" vq"PqtvjÓu" qyp"rckpvkpiu" qh"
flowers. North was tutored by the Dutch painter von Fowinkel at a time when the 
Fwvej"uv{ng"ycu" uvknn" tgictfgf"cu" Òvjg" tgcnkuv" ctv" hqto"rct"gzegnngpegÓ" ]Vc{nqt 1995: 
pp.194-196] and the filling of the canvas with flowers by Dutch painters is mirrored 
kp" uqog"qh"PqtvjÓu"rckpvkpiu0"PqtvjÓu" uvknn-life paintings also demonstrate a possible 
indebtedness to earlier forms of painting. Painting 0615, Collection of Fruits, Painted 
at Lisbon [See figure 92], depicts an array of vegetables and fruits accompanied by a 
basket. There are evident references to Xenia style paintings through the depiction of 
figs and grapes that appear alongside the simple woven basket. The simplicity of the 
eqorqukvkqp"ku"cnuq"tgokpkuegpv"qh"EqvƒpÓu"tgrtgugpvcvkqp"qh"gxgt{fc{"qdlgevu"rncegf"
upon a plinth. In Illustration 0700, Foliage and Fruit of the Tamarind and F lowers 
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and Fruit of the Pawpaw in Java [See figure 93], North makes use of a similarly 
simplified compositional arrangement; this time depicting tamarind and pawpaw fruit 
placed in front of a plckp."tqwijn{"rckpvgf"vcwrg"dcemitqwpf＿cu"kh"vq"rnceg"gorjcuku"
wrqp" vjg" htwkvÓu" dqvcpkecn" itqwrkpi0" Vjg" rcyrcy" jcu" c" ugevkqp" tgoqxgf" htqo" kv" vq"
tgxgcn" vjg" uggfu" kpukfg." cpf" vq" vjg" nghv" qh" vjg" kocig" *xkgygtÓu" tkijv+"yg" ugg" cp" wp-
ripened fruit with an attached blooming flower as well as one still in bud. The 
seedpod is present too and the leaf structure is represented at the back of the grouping, 
still attached to the branch. This is not a conventional botanical rendering, as the style 
relies heavily on traditional forms of still-life composition. Nevertheless, it 
accommodates a rough schema similar to that of Ehret. In painting 0255, Indian 
Rhododendrons and North American Honeysuckle [See figure 94], an arrangement of 
flowers is represented in a rough bouquet. Again the objects touch the edges of the 
page and the three floral forms are beautifully depicted with good handling skills with 
the three-dimensional roundness of the flowers and leaves displaying artistic rather 
than botanical tendencies. The painting is sentimental in tone however and is 
reminiscent of chocolate box illustrations found in Victorian bell jar configurations as 
well as handmade, decoupage greetings cards.  
 
ÒRtgugpvÓ 
 
According to Guy Brett writing in Chilean F lora, Through the Eyes of Marianne 
North 1884, tension between scientific and artistic ways of seeing is a fascinating 
curgev"qh"PqtvjÓu"rckpvkpiu0"Kv" ku"c" vgpukqp, which Dtgvv"ctiwgu"vqwejgu"Òwrqp"fggrgt"
culturan"eqpvtcfkevkqpuÓ"]Dtgvv 1999:  p.33] within Victorian society. During VkevqtkcÓu"
tgkip"kv"ycu"rgtegkxgf"vq"dg"Òwpdgeqokpi"hqt"c"ncf{"vq"gctp"oqpg{Ó"vjtqwij"ftcykpi"
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[Lambourne 2005b: p.527_."cu"vjg"Òceeqornkujogpv"qh"ftcykpi."cnvjqwij"rtqrgt"hqt"c"
young lady to acquire, was not expected to lead to a rtqhguukqpcn"ectggtÓ"[Lambourne 
2005b: p.306].  The various nuances placed upon the terms professional and amateur 
were important to the Victorians. A stigma was attached to professional pursuits by 
women that included not only the arts but also sport and music. Moreover, it was 
considered proper vjcv" yqtmu" rtqfwegf" d{" cocvgwt" ctvkuvu" ujqwnf" dg" Ònguu"
accomplished than work produced hqt"hkpcpekcn"ickpÓ"]Ncodqwtpg"4227d<"r0311].  
Vjg" uwdlgev" qh" rckpvkpi" hqt" oqpg{" fkf" ctkug" fwtkpi" qpg" qh" PqtvjÓu" lqwtpg{u0"
While in Brazil during 1872-73, North referred to the matter in her diary stating that a 
Òejkgh"qh"rqnkeg"]È_"cp"gfwecvgf"ocp"qh"iqqf"hcokn{"]È_"ycu"gzvtgogn{"ewtkqwu"vq"
know why I was traveling alone, and painting. Did the Government pay my expenses? 
I certainly could not pay theo"o{ugnh."cu"K"ycu"vqq"ujcddkn{"ftguugf"hqt"vjcv#Ó"Pqtvj"
vqnf"vjg"ocp"vjcv"yjgp"ujg"tgvwtpgf"jqog"ujg"jqrgf"vq"Òrckpv"c"rkevwtg"qh"vjg"Qticp"
Oqwpvckpu." cpf" vq" ugnn" kv" hqt" uq" owej" oqpg{" vjcv" kv" yqwnf" rc{" cnn" o{" gzrgpuguÓ"
eqpenwfkpi."Òvjgp"cv"ncuv"jg"wpfgtuvood what I traveled for, for is not money the end of 
cnn"vjkpiuAÓ"]Jwzney 2002: p.80].  
During the 1950s, William T. Stearn professed in The Art of Botanical 
Illustration vjcv" kv" uvknn" uggogf" korqnkvg" vq" ytkvg" cdqwv" PqtvjÓu" rckpvkpiu" ukorn{"
because of her presentation of a gallery to Kew Gardens. As a result, it seemed right 
vq"cempqyngfig"Pqtvj"ejkghn{"hqt"ueqwtkpi"vjg"Òyqtnf"hqt"urgevcewnct"rncpvu"yjkej"ujg"
rckpuvcmkpin{" cpf" ceewtcvgn{" tgeqtfgf" kp" qknu" kp" vjgkt" pcvwtcn" uwttqwpfkpiuÓ0" Uvgctp"
indicates that at that time botanists tgictfgf"Pqtvj" Òrtkoctkn{" cu" cp" ctvkuv." cnvjqwij"
she discovered and portrayed srgekgu" pgy" vq" uekgpegÓ; a point of view with which, 
Òctvkuvu" yknn" jctfn{" citgg." hqt" jgt" rckpvkpi" ku" cnoquv" yjqnn{" ncemkpi" kp" ugpukdknkv{Ó0"
Stearn goes on vq"fguetkdg"vjgÓ"fkucitggcdng"kortguukqpÓ"ocfg"d{"Pqtvj"rkevwtgu"cpf"
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ctiwgu"vjcv"vjku" ku"Ògpjcpegf"vjtqwij"jgt"fgvgtokpcvkqp"vq"fkurnc{":54"rckpvkpiu"kp"c"
icnngt{" dctgn{" ecrcdng" qh" ujqykpi" hkhv{" vq" cfxcpvcigÓ0" Uvgctp" cnuq" uvcvgu" vjcv" Òjgt"
work, being painted in oils, is almost unaffected by light and remains perennially 
gaudy, whereas the choice little collection of miscellaneous water-colours formed by 
Sir Arthur Church and formerly on exhibition at Kew almost became a total loss 
through prolonged exposure to lightÓ. Uvgctp" hcxqwtgf" PqtvjÓu" ukuvgt<" EcvjgtkpgÓu"
rckpvkpiu."yjkej"jg"fguetkdgu"cu"ÒOqtg"cocvgwt."dwv"oqtg"ugpukvkxgÓ [Blunt and Stearn 
2000: pp.276-499_0" EcvjgtkpgÓu" gzrncpcvkqp" qh" PqtvjÓu" vgejpkswg" ycu" vjcv" ujg"
Òrckpvgf"cu"c"engxgt"ejknf"yqwnfÓ"fwg"vq"Òxgt{"nkvvng"vtckpkpiÓ"cpf"ygpv"qp"vq"fguetkdg"
jgt" cu" ÒkorcvkgpvÓ [Brett 1999: p.34]. Catherine also stated that North Òycu" pqv" c"
dqvcpkuv"kp"vjg"vgejpkecn"ugpug"qh"vjg"vgtoÓ"ukpce her feelings were for plants and their 
Òdgcwvkhwn"nkxkpi"rgtuqpcnkvkguÓ, viewing them ratjgt"nkmg"Òjwocp"htkgpfuÓ"]Dtgvv"3;;;<"
p.33].  
Sir Joseph Hooker received an apology from North concerning the quantity of 
rckpvkpiu"ujg"ycu"rtqfwekpi"qp"MgyÓu"dgjcnh0"Pqtvj"uvcvgf."ÒK"hgct"{qw"fq"pqv"vjkpm"
me too idle for not painting motg"qp" {qwt" nkuvÓ0"Pqtvj"also confessed to being very 
rtqwf"qh"FctykpÓu"kpvgtguv"cpf"vjcv"jg"jcf"gpeqwtcigf"jgt"vq"xkukt Australia [Huxley 
2002: p035_0" PqtvjÓu" vgejpkswg" uvqqf" kp" uvctm contrast to that of a favoured male 
botanical illustrator Walter Hood Fitch (1817-92), who was employed by both 
William and Joseph Hooker. Fitch was to illustrate JqqmgtÓu field sketches of 
ÒJkocnc{cp"rncpvu."yjkej"crrgctgf"kp"3:77Ó."cpf"ycu"fguetkdgf"cu"cp"Òkpeqorctcdng"
dqvcpkecn" ctvkuvÓ"ykvj" cp" Òunrivalled skill in seizing the natural chctcevgt" qh" c" rncpvÓ"
[Blunt 1990: pp.46-47]. 
The Australian illustrator, Ellis Rowan (1848-1922) was an influence on 
PqtvjÓu"yqtm"cu"c"rckpvgt"cpf"c"eqpvcev" kp"Cwuvtcnkc."yjgtg"Pqtvj"xkukvgf"jgt" kp"vjg"
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1870s. Rowan, like North was a woman of privileged means and had met North on a 
rtgxkqwu"xkukv"vq"Gpincpf0"Pqtvj"jcf"dggp"uq"kortguugf"d{"TqycpÓu"gpfeavours that it 
rtqorvgf" jgt" vq" vt{" vq" gpicig"Ukt" Lqugrj"JqqmgtÓu" kpvgtguv" kp" jgt" rckpvkpiu" ]North 
1882-1938: MN/2/3 North Gallery Letters]. Like North, Rowan was a largely 
untrained amateur botanical painter who specialised in flowers as well as birds and 
qeecukqpcnn{"kpugevu0"TqycpÓu"yqtm"ycu"uckf"vq"etquu"Òvjg"dqwpfctkgu"dgvyggp"ctv"cpf"
pcvwtcn" jkuvqt{" knnwuvtcvkqpÓ" cpf"jgt" rckpvkpgs were considered impressionist in style 
[Ellis Rowan 2006]. In The F lower Hunter Ellis Rowan, Patricia Fullerton claims that 
Tqycp"ekvgf"Pqtvj"cu"cp"kphnwgpeg"wrqp"jgt"qyp"yqtm."uvcvkpi"vjcv"Pqtvj"Òoc{"jcxg"
encouraged Rowan in the techniques of oil paintkpiÓ."ikxkpi"jgt"Òkfgcu"cdqwv"rncekpi"
hnqygtu"kp"vjgkt"pcvwtcn"jcdkvcvÓ"cpf"gpeqwtcikpi"jgt"vq"Òujqy"uwttqwpfkpi"xgigvcvkqp"
in a ncpfuecrg" dcemitqwpfÓ" vjcv kpenwfgf" Òcvoqurjgtke" ghhgevu" uwej" cu" c" dtqqfkpi"
stoto"qt"c" ugvvkpi"uwpÓ" ]Hwnngtvqp"4224<"r05]. Nortj"oc{"cnuq"jcxg" Òkpurktgf"Tqycp"
ykvj"kfgcu"qh"htggfqo"vq"vtcxgnÓ."ikxkpi"jgt"cfxkeg"qp"vjg"Òytkvkpi"qh"jgt"cfxgpvwtguÓ"
cu"ygnn"cu"Òjqy"vq"jqwug"cpf"rtqoqvg"jgt"yqtmu"hqt"rquvgtkv{Ó"]Hwnngtvqp"4224<"r05]. 
Tqycp"ytqvg"qh"Pqtvj" uc{kpi<" ÒK" dgecog" jgt" fgxqvgf" cdmirer, and she became the 
piopggt" qh" o{" codkvkqpÓ" ]Hwnngtvqp" 4224< r07_0" TqycpÓu" Ònqxg" hqt" vjg" hnqtc" qh"
CwuvtcnkcÓ"eqodkpgf"ykvj"jgt"gpgti{"vq"tgrgcv"PqtvjÓu"gpfgcxqwtu."ftqxg"c"fguktg"vq"
complete a collection of floral paintings that carried her into other colonies and some 
qh"vjg"tgoqvguv"rctvu"qh"CwuvtcnkcÓ"]Ellis Rowan 2006]. Rowan did not, however, stop 
cv" Cwuvtcnkc0" Nkmg" Pqtvj" ujg" Òyqwnf" vtcxgn" vjg" yqtnf" kp" ugctej" qh" hnqygtuÓ" cpf" ku"
etgfkvgf"cu"jcxkpi"Òrckpvgf"oqtg"urgekgu"qh"Cwuvtcnkc"cpf"vjg"kpvgtpational flora than 
any other artist of her eraÓ"]Ellis Rowan 2006_0"TqycpÓu"rckpvkpiu"jcxg"dggp"xcnwgf"
highly, with the Australian government paying five thousand pounds for a collection 
of her work in 1923 [Ellis Rowan 2006]. Like North, there is also an acceptance that 
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Rowan produced paintings that combined artistic and scientific modes of 
tgrtgugpvcvkqp0"Ctv"jkuvqtkcpu"jcxg"eqpugswgpvn{"rncegf"Tqycp."Òkp"vjg"ecvgiqt{"qh"c"
vcngpvgf" knnwuvtcvqtÓ." yjkng" Òuekgpvkuvu" swkgvn{" rqkpv" qwv" vjcv" jgt" rckpvkpiu" ncem" the 
details of ttwn{"dqvcpkecn"ctvÓ"]Ellis Rowan 2006_0"Vjg"tgegrvkqp"qh"TqycpÓu"rckpvkpi"
therefore gejqgu"Yknhtgf"DnwpvÓu"xkgy"kp"In for a Penny＿A Prospect of Kew Gardens 
vjcv"PqtvjÓu"rckpvkpiu"ctg"ctvistically unattractive [Blunt 1978: p.185].  
In A Vision of Eden, Anthony Huxley Stateu" vjcv" PqtvjÓu" yqtm" jcf" dgeqog"
impressionistic during her time in Australia [Huxley 2002: p.13]. Painting outdoors 
would certainly have been difficult and North may have had to work in part with 
memories of her visual experiences. Paintings by Rowan are deeper in their 
colouration as witnessed in her painting of a Gymea Lily c.1887-1889 [See figure 
95]. PqtvjÓu" interpretation of the same plant species representu"oqtg" qh" vjg" rncpvÓu"
structure and has a constancy of colour, which makes use of a lighter palette [See 
figure 96]. North may have painted her Australian pictures in one sitting, which 
would account for the kpukrkf"eqnqwtcvkqp0"PqtvjÓu"yqtm"ku"igpgtcnn{"vjg"oqtg"hnwkf"qh"
vjg" vyq." ykvj" TqycpÓu" rckpvkpiu" qhvgp" crrgctkpg a little gauche and stiff. North 
comments in her dict{"vjcv"ÒOtu0"T0Ó"jcf"jgt"qyp"rgewnkct"yc{"qh"yqtmkpi"qp"itc{"
paper."cffkpi"vjcv"ujg"Òcfoktgf"jgt"igpkwu"cpf"rtgvvkpguuÓ"]Pqtvj"3:;4d<"r0149].  
A set of screens by Ellis Rowan c.1890, and housed at the Botanic Gardens in 
Adelaide, are reminiscent of paintings by North in the upper atrium [See figure 97] 
and on the surrounds of the Norvj" icnngt{Óu" kppgt" fqqtu" cv" Mgy0" Oquv" qh" PqtvjÓu"
pictures were painted on board. However the pictures that were painted for the atrium 
qh"vjg"Pqtvj"icnngt{"ctg"qp"nkpgp1ecpxcu"hkzgf"ykvj"cfjgukxg1iguuq"kpeqtrqtcvkpi"Òhkuj"
uyko"dncffgtÓ0"Vjkem"rckpv"ycu"rncegf"qp"vqr"qh"vjg"iguuq"cpf"vjgtg"ku"gxkfgpeg."{gv"
again, that it was mixed directly on the support [Farley 2007]. It had been originally 
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vjqwijv" vjcv" PqtvjÓu" rckpvkpi" 434 (no title given), originally situated high in the 
atrium of the North gallery, before its removal to the Economic Botany building at 
Kew (possibly sometime during the 1980s), had been placed flush to the wall. 
However, this would have given the viewer looking upwards a false perspective. So it 
was almost certainly tilted downwards in the direction of the viewer. The painting 
was one of a series of pictures made specifically for the upper atrium of the North 
gallery that have now been returned as part of the restoration of 2008. The style of 
these paintings were thought to have been made deliberately crude because of their 
fkuvcpeg" htqo" vjg" xkgygt."ykvj" vjg" rckpvkpiuÓ" dncem" dcemitqwpfu" etgcvkpi" c" uvtkmkpi"
visual contrast bringing the flowers represented by them forward for the viewer.  
TqycpÓu" uetggp" gzjkdkvu" vjg" ucog" vjgcvtkecnkv{" cu" vjg" rckpvkpiu" kp" vjg" wrrgt"
atrium of the North gallery. They are similar in style to screen paintings produced as 
part of the aesthetic movement of the 1890s, especially those of W.E. Nesfield 
[Calloway and Le Orr 2011: p.368_0" TqycpÓu" uetggpu" ctg" tgurngpfgpv with the 
morning glory plant [See figure 98], a flower North painted on more than one 
qeecukqp0"TqycpÓu"ejqkeg"qh"ycvgteqnqwt"cpf"iqwcejg"ogfkwo"octtkgu"ykvj"PqtvjÓu"
habitual use of oil paint insofar as marks made by gouache can, like oil, be corrected 
gcukn{" vjtqwij" vjg" crrnkecvkqp" qh" hwtvjgt" nc{gtu" qh" rckpv0" TqycpÓu" uetggpu" vjgtghqtg"
appear thickly painted as if in oils. The rcpgnkpi"wugf"qp"TqycpÓu"uetggpu"also repeats 
PqtvjÓu"wug"qh"lcrcppgf"htcokpi"ykvjkp"vjg"Pqtvj"icnngt{0 
Vjg" Jwfuqp" Tkxgt" UejqqnÓu" hqwpfkpi" ogodgt." Vjqocu" Eqle (1801-1848) 
arrived in the USA Òhtqo"Gpincpf"kp"1818 at tjg"cig"qh"ugxgpvggpÓ"]Nglc"4229: p.26]. 
Jg"dgnkgxgf" vjcv" Ò]k_h" nkmg" pcvwtg."ctv"ycu"c"fkxkpg" vcum."oqtcnkv{." ugtxgf" d{" ctv"cpf"
pcvwtg." ycu" gpnkuvgf" vq" cuukuv" ocp" vqyctf" jku" fkxkpkv{Ó" [Novak 1997: r32_0" EqngÓu"
career coincided with the upholding of the American landscape as an effective 
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substitute for a missing national tradition. America was old dgecwug"vjg"Òhqtguvu"cpf"
oqwpvckpu"urqmg"qh"CogtkecÓu"oquv"ukipkhkecpv"cpvkswkv{Ó="qpg"vjcv"tgockpgf"kp"c"rwtg"
cpf" Òwpewnvkxcvgf"uvcvgÓ"]Pqxcm"3;;9<"r042_"cpf"vjcv"rncegf"CogtkecÓu"Òkpfgrgpfgpv"
nationhoodÓ" cv" vjg" hqtghtqpv" ]Blayney Brown 2001: p.465_" qh" kvu" rqrwncvkqpÓu"
kocikpcvkqp0" ÒEqng" jcf" uvwfkgf" Vwtpgt" kp" NqpfqpÓ" cpf" vqqm" jku" Òoqvvq" ]È_" htqo"
D{tqpÓ0"Jg"cnuq"cnkipgf"jkougnh"ykvj"Rtgukfgpv"Cpftgy"LcemuqpÓu"Lcemuqpkcp"rqnkvkeu."
that were thought by some, vq"dg"Òfkxkukxg"cpf"ctdkvtct{Ó"cpf"yjkej"ygtg"uckf"d{"jku"
opponents to have ocfg" jko" Òc"oqfgtp"EguctÓ" ]Dncyney Brown 2001: p.243]. The 
Hudson River School, not to be confused with the later Hudson Bay River Group, 
took its name from the Hudson River, which was itself named after Henry Hudson 
(1560s/70s-1611), an Englishman working for the Dutch East India Company who in 
1609 sailed up the river that now bears his name [Hampson 2005]. The Hudson River 
Uejqqn"Òhnqwtkujgf"dgvyggp"3:47"cpf"3:97Ó="cv"Òc"vkog"qh itgcv"pcvkqpcnkuv"ugpvkogpvÓ"
kp"vjg"WUC"cu"ygnn"cu"Òvjg"pgct"fkuuqnwvkqp"qh"vjg"eqwpvt{"fwtkpi"vjg"Ekxkn"YctÓ0"Vjg"
uejqqn" rtqfwegf" kocigu" qh" c" Òpgy" yqtnf" yknfgtpguuÓ" hqt" c" pgy" dtggf" qh" ogp 
[Hampson 2005].  
Writing in Nature in 1836, Ralph Waldo Emerson (1803-1882), regarded as the 
father of transcendentalism in America,
44
 uwiiguvgf"vjcv"c"Òfgxqvkqp"vq"cpf"koogtukqp"
kp"pcvwtgÓ"eqwnf"cejkgxg"c"Òurktkvwcn"tgigpgtcvkqp"cpf wpkqp"ykvj"IqfÓ"]QÓVqqng"4227< 
pp.12-13]. The artists who maintained the philosophy of the American 
Vtcpuegpfgpvcnkuv" oqxgogpv" ygtg" vjg" Nwokpkuvu." yjqug" rckpvkpiu" ygtg" Òoqfguv" kp"
uk¦g"cpf"crrctgpv"codkvkqpÓ0"Vjg{"ftgy"htom the Dutch tradition cpf"wrqp"c"Òhtciknkv{"
of classic understateogpvÓ0" Vjku" eqpvtcuvgf" ykvj" the Hudson River schools often, 
                                               
44 Emerson was the leading force behind the establishing of ÒVjg"Ucvwtfc{"EnwdÓ, a focus not only for 
friendship but also literary engagement. Ultimately, there were two clubs, the latter being known as the 
Magazine Club [Emerson 1918: p.10]. The Saturday Cnwd"cnuq"dgecog"mpqyp"cu"vjg"ÒCicuuk¦"EnwdÓ"
[Emerson 1918: p.30] and North was allegedly a member. 
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Òdctqswg" tjgvqtkeÓ" ]Pqxcm 1997: p.28]. Paintings by the Luminists also contain 
Òrctcfqzgu"yjkej."ykvj" gzvtcqtfkpct{" uwdvngv{." gpicig" kp" c" fkcngevke" vjcv" iwkfgu" vjg"
onlooker towards a nwekf" vtcpuegpfgpvcnkuoÓ0"Vjg" enctkv{ of these, Luminist painted 
atmosphgtgu"ku"Òcrrnkecdng"dqvj"vq"ckt"cpf"et{uvcn."vq"jctf"cpf"uqhv."vq"okttqt"cpf"xqkfÓ"
[Novak 1997: p.4;_0"Oqtgqxgt."vjg{"ygtg"ocfg"vq"Òcdqnkuj"vjg"giqÓ＿hktuv"Òvjcv"qh"vjg"
artkuv."vjgp"vjg"urgevcvqtÓ"]Pqxcm"3;;9<"r029]. 
EqngÓu" rckpvkpiu." nkmg" Lqjp" OctvkpÓu" (1789-1854) envisaged rapture and a 
rgtegkxgf"Òrwtkv{"qh"vjg"wpoctmgf"Cogtkecp"ncpfuecrgÓ0"Eqng"enckogf"vjcv"Òyjgtg"vjg"
wolf roams, the plough shall glisten, on the gray crag shall rise temple and tower -
mighty deeds shall be done in the now pathless wilderneuuÓ" ]QÓVqqng" 4227<" r014]. 
This attitude reveals that the occupants of the new land of America were not aware or 
accepting of the society and culture of its existing indigenous peoples. The naturalist 
Rqkxtg"ycu"ueqtphwn"qh"uwej"cvvkvwfgu"tghgttkpi"vq"vjg"Òcqnqpkcn"eqpswguvuÓ"qh"Cogtkec 
as an act of barbarity ecttkgf"qwv"d{"ogp"Ò]y_jq"ecnn"vjgougnxgu"uq"ekxknk¦ed, so soft 
cpf"uq"EjtkuvkcpÓ"]Itqxg"4225<"r0205]. 
European visitors such as the French writer Jean de Crvecoeur (1735-1813), 
one of the first to expound on the expansive countryside and seemingly limitless 
htqpvkgtu" qh" vjg" Pgy"Yqtnf." eqorctgf" kvu" Òuegpgt{" vq" vjcv" qh" vjg" Òqnf" yqtnfÓ0" Jku"
letters were first published in London kp" 39:4" cpf" ygtg" qh" uwej" itgcv" Òinterest to 
GwtqrgcpuÓ"vjcv"vjg{"ygtg"vjgp"rwdnkujgf"kp"Rctku"]QÓVqqng"4227<"r013]. North herself 
ytqvg"qh" vjg"Jwfuqp"cu" Ònkmg"c"xgt{"oknf"Tjkpg"okpwu"vjg"ecuvnguÓ"]Pqtvj"3:;4c< p. 
65]. The Rhine itself had been furnished with follies in the form of castles under the 
reign of Ludwig II (1845-1886)." yjq" Òicxg" yc{" vq" uwej" gzvtcxcicpv" ogfkgxcn"
hcpvcukguÓ." kpenwfkpi" Òvjg" xcuv" ecuvng" qh" Pgwuejycpuvkgp." uvctvgf" kp" 3:8:Ó" kp" kvu"
Òoqwpvckpqwu" ugvvkpi" qh" uqwvjgtp" DcxctkcÓ" [Blayney Brown 2001: p.236]. North 
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indicated that she preferred the Hudson River because it was in a state of nature and 
pqv" nkvvgtgf" ykvj" ecuvngu0" Uqog" Òhktuv-igpgtcvkqp" ctvkuvu" cpf" pcvwtcnkuvuÓ" vjqwijv"
Cogtkec"cpf"jgt" Òlakes and rivers appeared less pkevwtguswg" vjcp" vjg"TjkpgÓ" ukorn{"
dgecwug" GwtqrgÓu" ncpfuecrg" eqpvckpgf" Òcikpi" ecuvngu." cswgfwevu." rgtkuv{ng" vgorngu."
and other arcjkvgevwtcn"tgockpuÓ"]QÓVqqng"4227<"r013]. The American landscape was 
cnuq" etkvkek¦gf" hqt" kvu" Òncem" qh" ftcoc" eqorctgf" vq" vjg" CnruÓ" ]QÓVqqng" 4227<" r013]. 
Gctn{" ytkvgtu" ncogpvgf" vjg" Òncem" qh" urngpfqwtÓ" kp" Cogtkecp" vqrqitcrj{ and of the 
cppq{cpeg" qh" pqv" dgkpi" cdng" vq" ocmg" ugpug" qh" Òvjg" wpfqoguvkecvgf" vcping" qh"
yknfgtpguuÓ" vjcv" yqwnf" eqog" vq" dg" tgictfgf" d{" Cogtkecp" ctvkuvu" cpf" kvu" Òigpgtcn"
rwdnke"]È_"cu"c"u{odqn"qh"vjg"kpfgrgpfgpeg"qh"vjg"Cogtkecp"urktkvÓ0"Vjg"eqnqpk¦gtu"qh"
Cogtkec" Òegngdtcvgf" vjg" hcev" vjcv" yjgtgcu" Gwtqrg" ycu" octtgf" d{" vjg" uweeguu" cpf"
hcknwtgu" qh" ocp." Cogtkec" qhhgtgf" rwtkv{" cpf" htgujpguu" eqpugetcvgf" d{" IqfÓu"
beneficencg＿c"pgy"GfgpÓ"]QÓVqqng"4227<"r013], despite the perceived purity of the 
American landscape being marred increasingly by industrialization.  
Despite these differences in outlook, there are philosophical comparisons to be 
made, between European and America landscape art [QÓVqqng" 4227<" r013]. The 
paintings of the Hudson River School, with their depictions of vast landscapes, offer a 
decidedly awestruck vision of the new world [Blayney Brown 2001: p.128]. As such, 
they can be understood to coincide with an eighteenth-century European 
preoccupation with the aesthetic category of the sublime as given shape in the work of 
writers such as Edmund Burke (1729-1797) and Immanuel Kant (1724-1804). It was 
Gfowpf" Dwtmg" yjq" Òkfgpvkhkgf" ]È_" oqogpvu" yjgp" vjg" ÒuwdnkogÓ" character of a 
particular scene imbued it with a special quality of beauty, which was at the same 
time both admirable and awe inspiring, but also capable of importing a frisson oh"hgctÓ"
(re frightening) [Meyer 1992: p.10]. They also chime with Phillipp Ottq" TwpigÓu 
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(1777-1810) thought, put forward in 1802 in relation to German painting, that 
Ògxgt{vjkpi" vgpfu" vqyctfu" ncpfuecrgÓ" cpf" vjgtghqtg" Ònqqmu" hqt" uqogvjkpi certain 
kp]È_wpegtvckpv{Ó" ]Dncyney Brown 2001: p.348_0" Vjgtg" ycu" c" Òeqpxgtigpeg" qh"
hqtowncÓ" dgvyeen British romantic nature painting of the eighteenth and nineteenth 
centuries and that of North America. This formula, which typifies most eighteenth 
and nineteenth-century landscape painting, can be witnessed through works of 
numerous artists." yjq" Òcpuyered the demand for magnificent, characteristic 
landscapes in the hqto"qh"rckpvkpiuÓ"]Jqq¦gg"4229b: pp.180-181]. Romanticism was 
to be at the core of art as well as science and religion in America. The Romantic 
conception of individual vision extended through sublime experience would spread 
like a contagion [Kirwan 2005: p.22]. For many American painters, science and art 
were both routes to God and they attempted to Christianize science through their 
yqtm0" Kv" ycu" Òjqrgf" vjcv" ctvÓu" kpvgtrtgvkxg" ecrcekvkgs would reconcile the 
contradictions science was forcing on the nineteenth egpvwt{Ó"]Pqxcm"3;;9<"r09]. The 
Cogtkecp" ctvkuv" yqwnf" fgcn" ykvj" Òtgnkikqwu." oqtcn." rjknquqrjke" cpf" uqekcn" kfgcu"
rtqlgevkpi" vjgo" qpvq" vjg" Cogtkecp" ncpfuecrgÓ." vjgtgd{" fgxgnqrkpi" c" pctionalistic 
keqpqitcrj{"vjcv"rncegf"vjg"Òhceg of God in the landscapeÓ [Novak 1997: p.15]. 
Vjg" vgto"rkevwtguswg"ycu" vtcpuncvgf" htqo" vjg" Kvcnkcp" ÒrkevvqtgueqÓ" kp" vjg" gctn{"
eighteenth egpvwt{" dgeqokpi" c" Òjgcxkn{ nqcfgf" cguvjgvke" vgtoÓ" [Gage 2007: p.35]. 
This translation lef" vq" vjg" Òrwdnkecvkqp" qh" ocp{" iwkfg-books to the picturesque 
tgikqpu"qh"DtkvckpÓ0"Yqtfuyqtvj"jcf"Òuqwijv"hqt"ocp{"{gctu"vq"dtkpi"uqog"qtfgt"vqÓ"
cguvjgvke" pqvkqpu" uwttqwpfkpi" vjg" rkevwtguswg." cpf" Òkp" cp" wprwdnkujgf" guuc{" qp" vjg"
sublime and thg"dgcwvkhwnÓ"qh"ctqwpf"3:33"jg"tglgevgf"ÒIknrkpugswg"ogvjqfu"qh"xkuwcn"
cpcn{uku"qwv"qh"jcpfÓ"]Gage 2007: p.35]. In 1792, Gilpin had constructed an aesthetic 
treatise for artists entitled, Three Essays on Picturesque Beauty on Picturesque Travel 
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and on Sketching Landscape kp" yjkej" jg" Ògzrqwpfgf" kp" vjg" kphkpkvg" xctkcdngu" kp"
pcvwtg" etgcvgf" d{" fkhhgtgpv" eqpfkvkqpu" qh" nkijv" cpf" ujcfgÓ0" Jg" cnuq" wtigf" crtists to 
study these elements first hand0" Oqtgqxgt." Iknrkp" Òtgeqipk¦gf" vjcv" pcvwre was 
uqogvkogu" korgthgevÓ" cpf tgswktgf" c" rckpvgtÓu" Òcuukuvcpeg" vq" kortqxg" qp" kv" yjgp"
pggfgfÓ0"Vjgug"Òpgeguuct{"kortqxgogpvuÓ"ygtg"rgtokvvgf."gxgp"gpeqwtcigf."pqv"qpn{"
for the purpose of conveying or even improving the picturesque elements inherent in a 
uegpgÓ"dwv"cnuq"d{"gpcdnkpi"Òvjg" knnwuvtcvkqp"qh"qvjgt"wpfgtn{kpi"kfgcu"cpf"rtkpekrnguÓ"
[QÓVqqng" 4227<"p.34_0" Kp"YqtfuyqtvjÓu" xkgy." vjku"Gilpenesque intervention was an 
unnecessary vcorgtkpi"ykvj"vjg"rwtkv{"qh"pcvwtg0"Pgxgtvjgnguu"IknrkpÓu"xkgyu"ecp"dg"
seen as highly influential on the later Hudson River School, since he propounded the 
etgcvkqp"qh"c" tjqrqitcrj{"qh" vjg" ncpfuecrg" vjtqwij" vjg"fgrkevkqp"qh" Òpcvwtg"ykvjqwv"
ocpÓ="c"uvtqpi"ejctcevgtkuvke"qh"gctn{"Cogtkecp"ncpfuecrgu"]QÓVqqng"4227< p.68]. 
Changes in technique were very much evident at the height of Romantic 
painting. Changes that according to Blayney Brown in Romanticism, resulted in artists 
such as Delacroix, re-painting the foreground of his Massacres at Chios after seeing 
EqpuvcdngÓu" The Haywain of 1824 after it had been shown at the Paris Salon. 
FgncetqkzÓu" kokvcvkqp" qh" Vjg" Jc{yckpÓu Òujkhvkpi" nkijvu" cejkgxgf" vjtqwij" dtqmgp"
colour cpf" hnkemgtkpi" dtwujyqtmÓ" ]Dncyney Brown 2001: p.175] extends the 
Ògoqvkqpcn" eqpxkevkqpÓ" vjcv" makes Constable a Romantic [Blayney Brown 2001: 
p.179]. 
Vjg" uwdnkog." cnqpi" ykvj" vjg" rkevwtguswg." Òkodwgf" vjg" ctv" qh" ncpfuecrg" ykvj 
uqog" qh" vjg" fkipkv{Ó" vjcv" ycu" fgpkgf" kv by academic conventions upheld by the 
English Royal Academy [Meyer 1992: p.10]. Both the picturesque and the sublime 
were strongly linked to romanticism. The earliest instances of the sublime related to 
the Picturesque and romanticism can be witnessed in the paintings of John Robert 
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Cozen (1752-97), who also had an early influence upon the work of Turner (1775-
3:73+0" Eq¦gpÓu" Entrance to the Valley of the Grande Chartrenise in Dauphine of 
1783, [Blayney Brown 2001: pp.128-129] can be understood to have interpreted 
DwtmgÓu"Òoqwpvckp"uwdnkog"ykvj"wprctcnngf"kpvgpukv{"qh"hggnkpi"cpf"geqpqo{"qh"hqto"
cpf" uwdvn{" qh" rcngvvgÓ0" Kv" ycu" cp" cguvjgvke" crrtqcej" vjcv" Òdwknv" qp" vjg" vqpcn" cpf"
compositional elements in the watercolour medium of his father Alexander CozenÓ 
(1717-86) [Blayney Brown 2001: pp.128-129]. 
Burke wrote [Blayney Brown 2001: p.128] that we should remember it is not 
Òvjg"oqwpvckp" kvugnh" vjcv" ku" uwdnkogÓ"dwv" Òtcvjgt the uvcvg"qh" vjg" uqwnÓ" ]Mktycp"4227: 
p.44_0" DwtmgÓu" vjgqt{" ycu" fkunkmgf" d{" vjg" Dtkvkuj" rckpvgt" Joshua Reynolds (1723-
1792) because it wau" rgtegkxgf" vq" dg" qpn{" cdqwv" c" Òukping" dnqyÓ" vq" rgtegrvkqp" cpf"
vjwu."ukorn{"Òqpg"itgcv"kfgcÓ"]Mktwan 2005: p.17]. It was British writers who did the 
most to develop and promote ideas associated with the sublime. It was also the British 
yjq"crrnkgf"vjku"pgy"goqvkqpcn"tgurqpug"vq"ncpfuecrg"Òyjgp iv"hktuv"crrgctgf"kp"ctvÓ"
[Blayney Brown 2001: p.128]. 
Invocation of the sublime was pushed to an extreme by the painter John Martin 
(1789-1854)."yjqug"kocigu"qh"Dkdnkecn"fkucuvgt"Òrnc{gf"qp"vjg"jqrgu"cpf"hgctu"qh"jku"
popular audience, who were widely infected by Millenarian belief in an approaching 
apocalypse then current kp"Pqpeqphqtokuv"EjwtejguÓ"]Dncyney Brown 2001: p.248]. 
OctvkpÓu"rckpvkpiu"ygtg" vq" kphnwgpeg" vjg" ncvgt"yqtmu"qh"Eqng" [Lambourne 2005b: p. 
5;7_0"Octvkp"fgxgnqrgf"vjg"vjgogu"qh" Òvtcpuhqtocvkqp."rtqrj{nczku."cpf"fguvtwevkqpÓ"
in his work from the early 1820s onwards [Trumble 2007: p.319]. In The Deluge of 
1834, a fundamental vgpukqp"ycu"gzrqugf"dgvyggp"Òrtqrqpgpvu"qh"pgy"vjgqtkgu"cdqwv"
the geological formation of the earth and more orthodox thinking enshrined in holy 
ytkvÓ" ]Vtwodng" 4229: p.321]. OctvkpÓu" ctv" Òtgnkgf" wrqp" ncpfuecrg" cpf" ctejkvgevwtcn"
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ugvvkpiu"qh"xcuv"uecngÓ"cpf"qhvgp"Òuvtgvejgf"vjg"dqwpfctkgu"qh"jkuvqt{"rckpvkpi"cnmost to 
dtgcmkpi" rqkpvÓ" ]Vtwodng" 4229: p.53;_0" Yjkng" Òqvjgtu" tgxgtvgf" vq" cp" kppgt" yqtnfÓ"
[Blayney Brown 2001: p.132], MatvkpÓu" rckpvkpiu" ygtg" dwknv wr" Òhtqo" tcy" fcvc."
through tiny, cold details of rocks and waves and people, up to the barren hotness of 
igqnqikecn"]È_"ftcocÓ [Trumble 2007: p.320] as witnessed in the painting The Great 
Day of His Wrath, of 1851-3, by Martin. OctvkpÓu work focused on finding and 
producing material not only through the necessary study of nature [See figure 99] but 
cnuq"vjg"pqvkqp"vjcv"pcvwtg"ujqwnf"dg"uvwfkgf"Òkp"vjg"qrgp"cktÓ.  Despite differences in 
cguvjgvke" chhgev." vjku" cnnkgu" OctvkpÓu" rckpving to that of Constable. According to 
Blayney Brown in Romanticism, Constable was keen to state that while painting Boat-
Building on the Stow of 1814-37."jg"Òcvvgorvgf"vq"dtkpi"vqigvjgt"vjg"umgvej"cpf"vjg"
rkevwtgÓ"vjwu"uwiiguvkpi"vjcv"Òjg"jcf"rckpvgf"vjg"yqtm"gpvktgn{"qp"vjg"urqvÓ"fgurkvg"vjg"
rckpvkpi" jcxkpi" vjg" Òwpokuvcmcdng" ckt" qh" c" uvwfkq" cdqwv" kvÓ" ]Dncyney Brown 2001: 
p.181]. 
According to James Kirwan in Sublimity [Kirwan 2005: p.17], DwtmgÓu"kfgcu"qp"
vjg"uwdnkog"ujqygf"Ònkvvng"fghgtgpeg"vq"tgcuqp"qt"oqtcnkv{Ó0 The Burkian sublime was 
Òpcvwtcnn{"qxgtrqygtkpiÓ"cpf"Ònghv"pq"tqqo"hqt"vjg"qrgtcvkqp"qh"tgcuqpÓ"ncvgt"korwvgf"
to the sublime by Kant. The Burkian sublime was antipathetic to the religiousity of 
the British philosopher John Locke (1632-1704) [Kirwan 2005: p. 18]. A religious, or 
at least spiritual, element was however prevalent in relation to paintings of the 
sublime by Casper David Friedrich (1774-1846). Consider here, for example, 
HtkgftkejÓu"rckpvkpi"Cross in the Mountain of 1808 [Blayney Brown 2001: p. 123], a 
companion painting to The Abbey in the Oakwood, of 1809-10 [Blayney Brown 2001: 
p.138], which presents us with an image of Òocp"dghqtg"Iqf"cpf"PcvwtgÓ"vjcv"ocmgu"
an explicit connection between sublimity and high-minded Christianity [Blayney 
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Brown 2001: p.44:_0"Cu"uwej."vjg"rckpvkpi"rtqrqugu"Òvjg"gngxcvkqp"qh"pcvwtg"vq"c"mkpf"
of religion, and of landscape to equal or surpauu" jkuvqt{" rckpvkpiÓ" ]Dncyney Brown 
2001: p.123]. Initial viewings of Cross in the Mountain were carefully stage-
ocpcigf."ykvj"vjg"rckpvkpi"jcxkpi"dggp"rncegf"kp"vjg"ÒctvkuvÓu"cwuvgtg"rckpvkpi"tqqoÓ"
fgnkdgtcvgn{" Òfctmgpgf" vq" uwiiguv" ]È_" ogfkvcvkxg" inqqoÓ" ]Dncyney Brown 2001: 
p.124]0" HtkgftkejÓu" rckpvkpi" jcu" c" j{dtkf" swcnkv{" hnkrrkpi" wpegtvckpn{" cu" kv" fqgu"
between landscape and surrogate altarpiece [Blayney Brown 2001: p.354_0"HtkgftkejÓu"
use of the sun as a metaphor for God in Cross in the Mountain [Blayney Brown 2001: 
p.125] adhered to the non-use of depictions of the magi in English painting of the 
time. Epinkuj"rckpvgtu"kpuvgcf"rtghgttgf"vq"wug"Òvjg"vqtvwtkpi"qh"yjkvg"nkijv"kpvq"eqnqwtu"
d{"tghtcevkqpÓ"vjcv"ycu"vq"dgeqog"vjg"Ògodngocvke"ukip"qh"EjtkuvÓu"RcuukqpÓ"cpf"vjcv"
ecog" cdqwv" vjtqwij" c" Òrtgeqekqwu" Gpinkuj" rngc.Ó" vqyctfu" ÒPgyvqpkcp" laws of light 
and conqwtÓ"]Icig"4223<"r038;_0"HtkgftkejÓu"Nwvjgtcp" hckvj"jcf" kodwgf"jko"ykvj"cp"
uncompromising view of individual destiny; one in which he must find his own path 
to God [Blayney Brown 2001: p.138].  
Fgurkvg" vjku." HtkgftkejÓu" rckpvkpiu" eqpvckpgf" c" rgtukuvgpv" ugnse of nihilism or 
alienation that contrasts markedly with the often, enervating aesthetics of his British 
counterparts [Graham Dixon 2010_0" Fcjn" uckf" qh" cnn" jku" hqnnqygtu" pqpg" jcf" Ò{gv"
understood how to re create that silent sense of the spirit of nature that was 
characteristic of FrieftkejÓu"ctvÓ" ]Dncyney Brown 2001: p.367_0" Kp"HtkgftkejÓu"Monk 
by the Sea of 1809 [See figure 100], an abstract quality is present and its painterly 
application looks more like a watercolour than an oil painting. Monk by the SeaÒu"
luminosity is also reminiscent to that of certain paintings by Cozens. It is a moody 
painting, with a sky that is large, soft, pregnant, and looming with portent floating like 
a thought. 
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Kp" HtkgftkejÓu" rckpvkpi" Der Watzmann of 1824-25 [See figure 101], another 
mountain landscape, we find compositional choices similar to those of North. Painting 
270 by North, entitled A Distant view of Kinchinjunga from Darjeeling [See figure 
102], iu" uvtkmkpin{" enqug" kp" kvu" eqnqwtcvkqp" cpf" eqorqukvkqp" vq" HtkgftkejÓu Der 
Watzmann, with its cool mountains and lush textured foreground, and Romantic 
drama. Kpfggf." ocp{" qh" HtgkftkejÓu" eqorqukvkqpcn" ejqkegu" ctg" enqug" vq" PqtvjÓu0"
Consider here, for example, topographical scenes such as HtkgftkejÓu" The 
Riesengebrige of 1830-5, a mountain landscape in a region of Saxony reminiscent of 
the Swiss Alps [Blayney Brown 2001: p.148]. The colouration of this particular 
painting, with its uvtqpi" xkqngvu." tgfu" cpf" qejtgÓu." ku" reminiscent to paintings of 
mountain landscapes by Holman Hunt="yjkej"Pqtvj"gplq{gf0"Kp"HtkgftkejÓu"rckpvkpi."
jqygxgt."vjg"Òrncpgu"qh"vjg"gctvj"cpf"um{"tgrtgugpv"vjg"dqfkn{"cpf"vjg"kphkpkvgÓ="yjkej"
are recurring metaphorical themes in his work [Blayney Brown 2001: p.145]. 
HtkgftkejÓu"fgvckngf"rckpvkpi"cpf" nc{gtu"qh" vransparent colour were made possible by 
vjg"wug"qh"nkpuggf"qkn"cpf"vwtrgpvkpg0"PqtvjÓu"rckpvkpiu"ctg."d{"eqpvtcuv."tcvjgt"gzrnkekv"
kp"vjgkt"rckpvgtn{"crrnkecvkqp"cpf"jcxg"pq"vtcpurctgpv"eqnqwt0"PqtvjÓu"fktgev"cpf"tcvjgt"
dry use of paint means that FriedricjÓu" nc{gtgf" rckpv" ghhgevu" yqwnf" jcxg" dggp"
impossible to re-create, since the consummate skill of a painter would have been 
required to painstakingly apply colour application after colour application. 
PqtvjÓu" wug" qh" c" hqtocn" eqorqukvkqpcn" cttcpigogpv" nkmg" c proscenium arch to 
frame landscape vistas which she uses in her painting again, and again, appears in 
uqog" qh" HtkgftkejÓu" rckpvkpiu0" Dctdctc" Icvgu" kp" Kindred Nature fguetkdgu" PqtvjÓu"
vgejpkswg"cu"Òngcxkpi"qwv"vjg"okffng fkuvcpeg."vq"dgvvgt"tgpfgtÓ"c"ugpug of the painted 
vastness [Gates 1998: p.399_0" Kp" PqtvjÓu" rckpvkpiu" 452" cpf" 492Ïthe former of 
Rungaroon in Darkeeling India and the latter, of the Kinchinjunga, DarjeelingÏwe 
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find images that correspond to this compositional system. It is one that combines the 
colouration of Der Watzmann with the dramatic composition of Karl Friedrich 
SchinkelÓu"rckpvkpi Das Felsentor of 1818 [See figure 103]. We see it in paintings by 
North, of Tenerife and the Himalayas, as well as of the Sierra Nevada, and views of 
Kyoto, which depict vistas with a foreground that masks the landscape giving it an 
apparently natural framing system. 
Friedrich confessed to being a studio painter who, unlike North, preferred 
Òyqtmkpi" hrom memory and imaginationÓ [Blayney Brown 2001: p.132] There is 
evidence, however, that Friedrich produced composite works, choosing to conjoin 
sections, seen and imagined, within the same painting [Graham Dixon 2010]. 
In Germany, a fascination with the Gothic was coupled with a reinvigorated 
interest in medieval and Germanic mythical tales related to the dark forests of 
Germania. The painter Karl Friedrich Schinkel (1781-3:63+" ejqug" Òvjg"Iqvjke" ]È_"
both as a patriotic expression and for its echoes of organic forms, hinting at natutgÓu"
rtqeguugu"qh"tgpgycnÓ"]Dncyney Brown 2001: p.228]. His painting of A Medieval City 
on the River, 1815, [See figure 104] ku" eqorqukvkqpcnn{" ukoknct" vq" EqpuvcdngÓu"
Salisbury Cathedral, but is also remkpkuegpv" qh" vjg" Kvcnkcp" rckpvgt" EcpcngvvqÓu"
architectural vistas of Venice and London with regard to its rather mechanical 
application of paint. A large and commanding Gothic Church is represented with its 
spire piercing a brooding sky like an antenna. SchkpmgnÓu"rckpvkpi"rtgugpvu us with a 
rkevqtkcn" gzrtguukqp" qh" Òuvwto" cpf" ftcpiÓ" eqorctcdng"ykvj" vjcv" cuuqekcvgf"ykvj" vjg"
writings of the poet Schiller (1759-1805) [Graham Dixon 2010]. After 1817, there 
ycu"jquvknkv{"vqyctfu"Òoqtg"ctejcke"uv{nkuvke"vtgpfuÓ"ykthin Germany and a resurgence 
of neo-encuukekuo0"Cv"IqgvjgÓu"kpuvkicvkqp."vjg"cwvjqt"Jgkptkej"Og{gt"qh"vjg"Ygkoct"
htkgpfu" qh" Ctv" eqkpgf" vjg" vgto" Òpgq-Igtocp" tgnkikqwu" rcvtkqvke" ctvÓ" vq" ukipkh{" vjg"
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German Gothic art of the early nineteenth century [Blayney Brown 2001: p.228]. 
Friedrich became one of the targets of this hostility since after the Napoleonic 
invasion and the consequent War of Liberation he too had added patriotic dimensions 
to his subject matter [Blayney Brown 2001: p.228]. 
UejkpmgnÓu" rckpvkpiu Òhckngf" vq" qwvncuv" vjg" rctvkewnct" eqpfkvkqpu" qh" yct" vkog"
RtwuukcÓ0" Vjg{" ygtg" cuuqekcvgf" ykvj" c" tgukuvcpeg" vq" Htgpej" fqokpcvkqp" vjcv" jcf"
rcuugf0" Vjg" Encuukecn" uv{ng" ycu" vq" dgeqog" Òcp" gswcnn{" crrtqrtkcvg" gzrtguukqpÓ" qh"
ÒIgtocp" tguwtigpegÓ" ]Dncyney Brown 2001: p.458_0" Eqng" gurqwugf" Òvjg" ctvkuvke"
fkngoocÓ"qh"vjg"tgxgtug"vtcpukvkqp"htqo"vjg"ÒPgqencuukecn"kfgcn"vq"vjg"htgp¦kgf"inqqo"
qh"vjg"Iqvjke"TkxcnÓ0"Cu"c"tguwnv"jku"rckpvkpiu"qhvgp"rtgugpv"wu"ykvj"ÒIqvjke" hcpvcu{"
reminiscent of Caspct" Fcxkf" HtkgftkejÓ" ]Ncobourne 2005b: p.5;6_0" ÒHtkgftkejÓu"
ogvjqfqnqi{" ycu" ]È_" uvtkmkpin{" ukoknct" vq" vjcv" qh" vjg" CogtkecpuÓ" ]Pqxcm" 3;;9<"
p.485_"cpf"jg" ku"pqy"tgictfgf"cu"Òvjg"ukping"Gwtqrgcp" ncpfuecrkuv"yjqug"ugpukdknkv{"
most closely matches thosg" qh" vjg" CogtkecpuÓ" ]QÓVqqng" 4227<" r.39_0" HtkgftkejÓu"
influence can be witnessed in the works of Homer Dodge Martin (1836-1897), whose 
choice of cool blue and violet coloured mountains and sky echoes tonal devices used 
by Friedrich; devices that were similar to those used later by Holman Hunt and then 
Pqtvj" ]QÓVqqng" 4227<" r026]. Moreover, the strong religious convictions associated 
with the Hudson River School painters are strongly aligned with those of Friedrich. 
Dqvj" Òdgecog"owvwcnn{" citggf"qp"cvvtkdwvguÓ" vjcv"ygtg"fggogf" Òpgeguuct{" vq"etgcte 
sublime or beautkhwn"gngogpvu"kp"ncpfuecrgÓ"]QÓVqqng"4227<"r016]. 
CogtkecpÓu" ygtg" gxgpvwcnn{" vq" dgeqog" eqpegtpgf" ykvj" ÒocpÓu" korcev" qp"
pcvwtgÓ0"Jgtocp"Jgt¦qi (1832-1932) was one of the first American artists to engage 
ykvj" vjg" kfgc" qh" Òocp" cu" kpvtwfgt" kn the woodlands, in direct confrontation with 
yknfnkhg" cu" c" rctv" qh" jku" dcuke" uwtxkxcnÓ0" Jgt¦qiÓu
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ceeqorcp{kpi"xkukqp"ujqykpi"ÒocpÓu"ghhqtv"vq"vcog."qt"tcvjgt"jctpguu"pcvwtg"kp"qtfgt"
]È_"vq"ocmg"jku"gzkuvgpce comfortableÓ ]QÓVqqng"4205: p.116]. It was the shifting of 
vjg" Kpfwuvtkcn" Tgxqnwvkqp" vq" Cogtkec" vjcv" Òrqugf" vjg" itgcvguv" vjtgcv" vq" vjg" pcvwtcn"
gpxktqpogpvÓ0" Kpfwuvtkcnkucvkqp" ygpv" cickpuv" EqngÓu" qtkikpcn" ftgcou of a future 
America. It is here that we fkpf" Òvjg" ocejkpg" kp" vjg" ictfgpÓ abandoned mills and 
waterwheels alongside Òfkuectfgf" ocejkpgt{." unqyn{" tgvwtpkpi" vq" pcvwtgÓ." hkpcnn{"
bestowing on the American landscape ruinous elements characteristic of so much 
Gwtqrgcp" ctv" ]QÓVqqng" 4227<" r034:_0" Kt was at this time that George Catlin (1796-
1872) recorded indigenous American Indians before their culture was further 
Òvjtgcvgpgf" cpf" qxgtyjgnogf" d{" vjg" yjkvg" ocpÓ" ]Ncodqwtpg" 4227d<" r0396]. 
Americans became implicated in the rtqeguu" qh" ukownvcpgqwun{" Òyqtujkrrkpi" cpf"
destroying the wilderpguuÓ" vjcv" vjg{" jcf" hqwpf" cyc{" htqo" Gwtqrg" cpf its troubles 
[Lambourne 2005b: p.396]. For many artists in Europe, including North, the 
ncpfuecrg" vjgtg." c" dgecog" vjg" uwdlgev" qh" cp" Òkpetgcukpin{" eqornkecvgf, fragmented 
yqtnfÓ"]QÓVqqng"4227<"r018]. Constable jcf"fgfkecvgf"Òjku"nkhg"vq"gzrnckpkpi"hqtiqvvgp"
ogoqtkgu" cpf" rcuv" vkoguÓ" eqorgnngf" Òvq" kooqtvcnk¦g" vjg" Uvqwt" Xcnng{" cu" kv" jcf"
crrgctgf" cv" vjg" dgikppkpi" qh" vjg" egpvwt{Ó" yjgp" Òkv" ycu" c" vtwg" egpvtg" qh" twtcn" nkhgÓ"
[Meyer 1992: p.138]. 
The Hudson River School wcu"rgtegkxgf"cu"Òrtgugtxkpi"vjg"ncuv"gxkfgpegu"qh"vjg"
Iqnfgp" cig" qh" yknfgtpguuÓ0" Kp" Nature and Culture, Novak cites a J.F. Cropsey 
urgcmkpi" kp" 3:69"qh" vjg" Òczg" qh" ekxknk¦cvkqpÓ" vjcv" Òku" dwu{"ykvj" qwt"qnf" hqtguvuÓ" cpf"
Òctvkucp" kpigpwkv{Ó" vjcv" ku" Òhcuv" uggrkpi" cyc{" vjg" tgnkeu" qh" qwt" pcvkqpcn" kphcpe{" ]È_"
[w]hat were once the wild and picturesque haunts of the Red Man, and where the wild 
deer roamed in freedom, are becoming the abodes of commerce and the seats of 
ocpwhcevwtgu0"]È_"[cpmgg"gpvgtrtkug"jcu"nkvvng"uympathy with the picturesque, and it 
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behooves our artists to rescue from its grasp vjg"nkvvng"vjcv"ku" nghvÓ"]Pqxcm"3;;9<"r05]. 
Kpfwuvtkcnkuo"ycu"tcrkfn{"Ògtcfkecvkpi"vjg"rtkoqtfkcn"yknfgtpguuÓ"cv"vjku"lwpevwtg."cpf"
visible changes were occurring in Americap"ctv"vjtqwij"ujkhvu"kp"Òrckpvkpi"vgejpkques 
and stylizcvkqpÓ" ]Pqxcm" 3;;9<" r038]. In part these changes took place through the 
introduction of new European art techniques that incorporated impressionist mark 
making first developed by the Barbizon School of landscape painting in France  [Art 
Encyclopedia 2010a:]. The most prominent exponent of American impressionism was 
Mary Cassatt (1844-3;48+." yjq" Òkpvtqfwegf" ocp{" ygcnvj{" Cogtkecp" rcvtqpu" vq"
kortguukqpkuv"rckpvkpiÓ"[Lambourne 2005b: p.409]. 
There had been three generations of Hudson River School artists who persisted 
in painting landscapes, often in the same physical location. They observed the same 
ncpfoctmu"cpf" Òeqpuvcpvn{" gpicigf" kp"ocmkpi" eqorctkuqpu"cpf"eqpvtcuvuÓ" ]QÓVqqng"
2005: p.34_0"Vjgtg"ycu"Ò]f_tamatic and wprtgegfgpvgf"itqyvjÓ"kp"vjg"WUA  between 
1830 and 1880, which lead to the accumulation of great wealth. This lead to an 
increased demand for art which lead, in turn, to an oversupply by artists, who were 
competing for commissions [Lubin 2007: p.;6_0" Ncpfuecrg" rckpvkpi" Òhqnnqygf" c"
trajectory similar to that of genre painting in the decades before and after the Civil 
YctÓ0" Kv" told CogtkecpÓu" uvqtkgu" qh" vjgkt" ncpfuecrg cpf" Òtgcuuwtgf" vjgo" qh" vjg"
greatness of their nation and the omnipotence of the God who had bountifully 
provided them with such an incommensuradn{"tcxkujkpi"ncpfÓ"]Nwdkp"4229: p.105].45  
Fwtkpi"PqtvjÓu" xkukv" vq"vjg"WUC in 1871, she visited the Johnstone gallery in 
New York where many of the Hudson River School painters exhibited. After seeing 
The Four Ages of Life by Cole and paintings by Mullers and Cromes (1768-1821), she 
fgenctgf" kp" jgt" fkct{" Ò]g_xgt{" rkevwtg" ycu" c" igoÓ" ]Pqtvj" 3:;4c< r093_0" PqtvjÓu"
                                               
45 The Hudson River School also produced painting in pairs and serieu" Òkpurktgf"d{" vjg" Òugxgpvggpvj"
egpvwt{"Gwtqrgcp"Ncpfuecrg"rckpvgtuÓ"Rqwuukp"cpf"Encwfg"]QÓVqqng"4227<"r037_0"Pqtvj"uvcvgf"vjcv"ujg"
ycu"cp"cfoktgt"qh"EncwfgÓu"ncpfuecrgu"[Ponsonby 2005a]. 
165 
 
painting 0191, Autumn Tints in the White Mountains, New Hampshire, United States 
[See figure 105], is visually reminiscent of the work of James McDougal Hart (1828-
1901), whose painting OqwpvckpÓu"Hcnnu, [See figure 106] reveals his Òvwtdwngpv."yknf"
view of a twiigf" oqwpvckp" ycvgthcnn" ]È_" oqtg" vjtgcvgpkpi" vjcp" dgpkipÓ with its 
Òukping" uetciin{"rkpg"qp" vjg" nghvÓ" vjcv" Òdgpfu" kvu" umgngvcn" dtcpejgu" vqyctf"vjg"ycvgtÓ 
[QÓVqqng" 4227<" r028]. PqtvjÓu" rckpvkpi" ku" tgokpkuegpv" vq" JctvÓu" crrnkgf" rckpvkpi"
technique that is itself, reminiscent of much later 1950s, natural landscape 
illustrations that appear as templates for painting by number sets that were used into 
the 1970s0"PqtvjÓu"ecuecfkpi"Cogtkecp"tkxgt" ku"etwfgn{"rckpvgf"rquukdn{" kp"tgurqpug"
to Hart and it is the only painting in her gallery to make use of paint in this way. 
The work of Frederic Edwin Church (1826-1900) is closest in style to many of 
PqtvjÓu"yqtmu0"Pqtvj"ytqvg"qh"jko"cu" Òvjg" hktuv"qh" nkxkpi" ncpfuecrg"rckpvgtuÓ" ]Pqtvj"
1892a: p.89_0"EjwtejÓu"rckpvkpiu"ygtg"qpn{"eqorctcdng" vq"vjqug"qh"Cndgtv"Dkgtuvcfv 
(1830-1902) who represented the most spectacular aspects of natural scenery, such as 
Òkegdgtiu." gzrnqfkpi" xqnecpqgu." cpf" vjg" vtqrkecn" hqtguvu" qh" the South AmericauÓ"
[Lambourne 2005b: pp.393-394]. EjwtejÓu" rckpvkpiu"ygtg" rgthgevkqp" vq"Pqtvj." cpf"
revealed a truth in their workmanship [North 1892a: p.71]. Church also wrote 
travelogues [Novak 1997: p.71], a practice that North would adopt after her 1871 visit 
to the USA."cpf"chvgt"xkukvkpi"Ejwtej0"PqtvjÓu"rckpvkpi, 0187, View of Both Falls of 
Niagara [See figure 107], was painted after viewing a painting of the same subject by 
Church exhibited at the Jqjpuvqpg"icnngt{"kp"Pgy"[qtm0"PqtvjÓu"rckpvkpi"qh"Pkcictc"
Falls depicts a rainbow seen through the cascading waters, echoing the composition of 
EjwtejÓu" Rckpvkpi" ]Pqtvj" 3:;4c< p.71]. PqtvjÓu" rckpvkpi" ku" uq" enqug" kp" form that it 
could be read as a jqocig"vq"Ejwtej0"Pqtvj"ytkvgu"qh"jcxkpi"Òvjtgg"rckpvkpiu"kp"qknuÓ"
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d{"Ejwtej"kp"jgt"dgftqqo"fwtkpi"jgt"uvc{"cv"vjg"ctvkuvÓu"jqog"kp"3:93."kpenwfkpi"vjg"
Òvhe horse shoe falls of NiagaraÓ [See figure 108] [North 1892a: p.71].46  
North visited Church again in 1881. Katherine E. Manthorne states in Fern 
Hunting among These Picturesque Mountains: F rederic Edwin Church in Jamaica, 
vjcv" Ejwtej" Òqp" dwukpguu" kp" vjg" ekv{" ]Pgy"[qtm_" jgctf" vjcv" Dtkvish botanical artist 
Octkcppg"Pqtvj"ycu"kp"vqypÓ"cpf"Ò]k_p"jgt"yqtfu."jg"Ðecog"qhh"cv"qpeg"vq"ugg"og"cv"
pkpg"qÓenqem."ocmkpi"og"rtqokug"vq"iq"jqog"ykvj"jko"vjg"pgzv"fc{"vq"ugg"jku"pgy"
house [Olana] and Mrs. Church up thg"JwfuqpÑ [Manthorne 2010: p.45]. Manthorne 
uwiiguvu" vjcv" ÒEjwtejÓu" urqpvcpgqwu" kpxkvcvkqp" vq" Pqtvj" tckugu" vjg" kuuwg" qh" igpfgt"
rqnkvkeu" cv" Qncpc" cpf" vjg" ctvkuvÓu" tgncvkqpujkr" ykvj" ceeqornkujgf" yqogp" igpgtcnn{Ó"
dgecwug" kv" tgxgcnu" vjcv" ÒEjwtej" ycu" tgncvkxgn{" qrgp" vq" uvtqpi" yqogpÓ" ]Ocpvjqtpg"
2010: p.59]. While at Olana, North wrote of sleeping in a Chinese bed with Jade 
carvings [North 1892b: p.209] in a room where the doors and architraves were also 
painted as in the North gallery [Manthorne 2010: p, 59]. North writes of Mrs. Church 
contriving to make vjgkt"qyp"Òeqnngevkqp"qh"ewtkqukvkgu"nqqm"nkmg"vjg"pcvwtcn"rctvu"qh"c"
comfortable living-jqwugÓ" ykvj" Ògzswkukvg" Rgtucp (Persian) rugs, bronzes, carvings, 
rqtegnckp"gveÓ"]Pqtvj"3:;4d<"r0193].47 North indicated that Church looked through all 
jgt"Òrckpvkpiu"ykth real interest, which pleased jgt"hqt"ujg"fgenctgf"ÒK"uvknn"vjkpm"jko"
the greatest of lixkpi" ncpfuecrg" rckpvgtuÓ" ]Pqtvj" 3:;4d< p.42:_0" EjwtejÓu" qhhgtgf"
rtqhguukqpcn"qdugtxcvkqpu"qp"PqtvjÓu"yqtm."eqoogpvkpi"vjcv" kv"eqpvckpgf"Òkocigu"qh"
vegetal chaos simultaneously typical of the appearance of the region and expressive 
                                               
46 John Vanderlyn (1775-1852) Òenckogf" vq" jcxg" dggp" vjg" hktuv" ctvkuv" vq" rckpv" vjg" Pkcictc" HcnnuÓ"
]QÓVqqng"4227<"r0"347_0 
47 Fwtkpi"PqtvjÓu"xkukv"vq"EjwtejÓu home, she described none indigenous animals to the United States: 
C" Òyjkvg"cuu" htqo"FcocuewuÓ"cpf" Òc" itg{"Uqwvj"Cogtkecp"Fqpmg{Ó, which had been imported into 
America for his children to ride upon [Huxley 2002: p.40].  
 
167 
 
qh" c" uvcvg" qh" okpfÓ0" Jg" cnuq" eqorctgf" PqtvjÓu" yqtm" to that of Johnson Heade 
[Manthorne 2010: p.47]. 
Church also volunteered information about locations for painting. North states 
vjcv"Ejwtej"ycu" fkucrrqkpvgf" d{"OgzkeqÓu" xgigvcvkqp" dwv" uvknn"ycpvgf" jgt" vq" iq" vq"
New Granada yjgtg" vjg" Òurwtu" qh" vjg"Cpfgu"ygtg" uq" jkij" vjcv" gcej" qh" vjg" xcnng{u"
between them jcf" c" fkhhgtgpv" hnqtcÓ" ]Pqtvj" 3:;4d< p.209]. North had previously 
visited CjwtejÓu"uvwfkq."uggkpi"vtqrkecn" uvwfkgu vjcv"ocfg"jgt"gxgp"oqtg" Òcpzkqwu"vq"
iq"cpf"ugg"vjqug"eqwpvtkguÓ"dg{qpf"vjg"USAÓu" uqwvjgtp"dqtfgt"]Pqtvj"3:;4c< p.68]. 
EjwtejÓu"Heart of the Andes, qh"3:7;."ycu"uckf"vq"ocmg"Òvjg"urgevcvqt"hggn"vjcv"jg"ycu"
Ðcevwcnn{"uwttqwpfgf"d{"c"hqtgkip"uegpgÑ0"Ejwtej"jcf"hqnnqygf"the German scientist, 
Alexander von JwodqnvÓu (1769-1859), lqwtpg{u"vq"ÒXgpg¦wgnc."Eqnqodkc."Gewcfor, 
Rgtw"cpf"OgzkeqÓ"]Ncodqwtpg"4227d<"r0396]. 
North and Church may have been aware of the lithographs made to depict the 
botanical work of the German botanist Carl Friedrich Phillipp von Martius (1823-
1853), who, as professor of Botany at Munich University and Director of the Royal 
Botanical Gardens there, was a specialist in palms. It was reported that Martius did 
not travel on the various expeditions during which the palm plants in question were 
found and did not produce the images vjcv"fgrkev"jku"nkhgÓu"yqtmu. Nor do they appear 
to have any other designated illustrator. Eduard Friedrich Poeppig was the official 
botanical collector of the palms, and it may be the case that either he or an assistant 
produced the illustrations that were to be used as official images of their findings. 
Alexander von Humbolt (1769-1859)." jcf"ytkvvgp" cdqwv"OctvkwuÓu" knnwuvtcvgd works 
[Lack 2008: pp.398]. The works apply the device found in colonial photography and 
kp"vjg"knnwuvtcvkqpu"hqwpf"kp"Ft0"Tqdgtv"VjqtpvqpÓu"The Temple of F lora, which places 
persons next to a tree in order to extract information pertaining to a plantÓs size.  
168 
 
EjwtejÓu"The Heart of Andes panoramic qualities are thought to have been influenced 
d{" JwodqnvÓu" yqtm [Lambourne 2005b: p.432]. The Martius illustrations are 
decorative and not specifically botanical illustration, but, rather like the work of 
Thomas Baines, they are topographical with detailed foliage; a technique that North 
would also replicate. The Martius illustrations allow for important foliage to be 
visible and readable to botanic experts. The winding landscapes are Romantic in their 
depiction and the composition is like those of the German Romantic Movement, such 
as in paintings by Casper David Friedrich and Schinkel [See figure 109]. The works 
includes waterfalls, a firm pictorial favorite of Church, placed within a specific 
context and the illustrations often include fauna and people indigenous and non-
indigenous in jungle locations. This format is again similar to NqtvjÓu" ncpfuecrg"
compositions. There ku"nguu"ftcoc"kp"PqtvjÓu"yqtmu as they appear more pragmatic in 
their depictions of animals and people in comparison to the often Rousseauian drama 
depicted by the Martius prints. 
Chvgt"vjg"qrgpkpi"qh"vjg"Pqtvj"icnngt{"cv"Mgy."Ejwtej"Òceswktgf"c"eqr{"qh"vjg"
ecvcnqiwg" ]È_" hqt" jku" nkdtct{Ó0" Ncvgt." kp" 3;49." jku" fcwijvgt." ÒFqypkg" xkukvgf" vjg"
icnngt{."cpf"kv"ycu"uckf"vq"jcxg"Òvtkiigtgf"hqpf"ogoqtkgu"qh"vjg"ctvkuvu"nqpi"ciq"xkukvÓ0"
Fqypkg" uvcvgf"vjcv" vjg{" Ò]u_cy"cv" ncuv" vjg" vtwn{"yqpfgthwn" eqnngevkqp"qh"rckpvkpiu"qh"
ÐpcvwtgÑ"rtgugpvgf"vq"vjg"ictfgpu"d{"PqtvjÓ"and recalled North showing them lovely 
paintings of Borneo cpf"jgt" Òvyq" nkxg"Mcpictqq"okegÓ" htqo"Cwuvtcnkc"yjkej"Pqtvj"
was Òvcmkpi"jqog"vq"vjg"¥qqÓ"]Ocpvjqtpg"4232: p.85_0"PqtvjÓu"rctvkewnct"rtgugpvcvkqp"
of her paintings within her gallery mirrors a tradition within American painting that 
rtgugpvgf" ucorng" yqtmu" cu" rckpvkpiu" eqpvckpkpi" Òoqtg" vjcp" qpg" kocigÓ" ]QÓVqqng"
2005: p.147]. Thomas Birch (1779-3:73+"rtgugpvgf"Òncpfuecrg"xkipgvvguÓ"ykvjkp"qpg"
htcog" ykvj" Òkfgpvkecnn{" uk¦gf" jqtk¦qpvcn" qxcnu" fgrkevkpi" ugcuqpuÓ" cpf" vjg" htcokpi."
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which uses gold mounts, ]QÓVqqng" 4227<" r056] ku" cickp" ukoknct" kp" uv{ng" vq"PqtvjÓu"
framing methods. Other artists such as William Trost Richards (1833-1905) and Regis 
Francis GignouxÓu" *3:38-1882), with his American scenery sampler of 1861 [See 
figure 110], cnuq"rtgugpvgf"ucorngt"rckpvkpiu"vjcv"rtqxkfgf"Òvjg"wnvkocvg"eqorctkuqp"
cpf" eqpvtcuv" kp" vjcv" vjg{" tgxgcn" ]È_" gcej" ctvkuvÓu" kpvgtguv" kp" vjg" fkxgtukv{" qh" uwdlgev"
ocvvgt" rtqxkfgf" d{" pcvwtgÓ0" Vjg{" cnuq" eqpxg{gf" vjg" kpfkxkfwcnÓu" cdknkv{" vq make 
different landscapes ykvj" Òxctkqwu"curgevu"qh" vjg" uwdnkog."dgcwvkhwn"cpf"rkevwtguswgÓ"
]QÓVqqng"4227<"r0147]. This system was made fashionable by the writings of Ruskin 
and the demand for minute detail that resulted in the dtgcmkpi"wr"qh"c"yqtm" kpvq" Òc"
pwodgt" qh" xkipgvvguÓ." cickp" nkmg" c" ucorngt"yqtm." vjcv"qhvgp" emphasized vjg" Òwug" qh"
xkqngpv"eqnqwtÓ [Meyer 1992: p.131]; all of which North employed in her rather large 
scale vignettes in simple frames, helping to maintain HumbqnvÓu"rcpqtcoke"rtkpekrng0"
The idea of a panoramic, multiple imaged representation of the world of nature, was 
also commensurate with a Burkean philosophy on nature; that is to say on something 
vjcv"Òecwugu"cp"cuvqpkujogpv" kp"yjkej"Ðvjg"okpf" ku"uq"gpvktgn{ filled with its object, 
that it cannot entertain any other, nor by consequence reason on that object which 
gornq{u"kvÑ"]Kirwan 2005: p.17]. 
Vjg" Cogtkecp" Tqocpvkeu" rtgugpvgf" c" Òeqppgevkqp" dgvyggp" jkuvqt{" rckpvkpi."
ncpfuecrg" ctv." cpf" vjg" rqrwnct" rcpqtcocÓ" cpf" c" Òxkuwcn" gpe{enqrgfkc" qh" vtcxgn" hcevÓ"
[Novak 1997: p.45_0" PqtvjÓu" qyp" wug" qh" vtcxgnqiwg" ugv" rkgegu" cpf" cp" kornkgf"
encyclopedic panorama employed all the expected outcomes of an American art 
philosophy. However, any connection between North and history painting is a tenuous 
one, as she did not emulate history paintings. The influx of new peoples into America 
in the twentieth century pq"nqpigt"cnnqygf"hqt"vjg"Òqnf"ctvkuvke"kphnwgpegu"htqo France 
cpf"GpincpfÓ" ]Ncodqwtpg"4227d<"r0411]. Despite the traces of an English light and 
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Turneresque colouration, Mark Rothko (1903-1970) would later present the 
eqpvgorncvkxg"gngogpvu"qh"c" Òfkcnqiwg"ykvj"pcvwtgÓ" vcmgp" htqo"c"rtgxkqwu"Cogtkecp 
Òvtcpuegpfgpvcn"wpkv{Ó"]Pqxcm"3;;9<"r029]. Furthermore, it would also be the century 
of Jackson Pollock (1912-1956), who continued the Hudson River School agenda of 
grand scale landscape paintings and of its own all American history. The influences of 
these artists would begin to increasingly cross the Atlantic in the reverse direction 
from the New World to the Old [Lambourne 2005b: p.411]. 
 
ÒHwvwtgÓ" 
 
Today, botanical exhibitions display scientific-botanical drawing alongside botanical 
illustrations and botanical paintings with distinct tendencies towards the conventions 
of fine art practice. The opening exhibition at the Shirley Sherwood gallery adjoining 
the North Gallery at Kew Gardens, which was held in 2008, is an example of this 
contemporary tendency. Non-standard botanical images in the exhibition included 
Tqukg"UcpfgtuÓ"*d03;66+"Arisaema ciliatum."yjkej"fkurnc{u"vjg"rncpvÓu"hnqygt"jgcfu."
with some accompanying leaves in an un-conventional composition. The painting is 
not topological in the conventional scientific-botanical sense and when viewed at 
close quarters it is painterly rather than precise in style. Sanders, was a student at 
High Wycombe School of Art [Sherwood and Rix 2008: p.166]. This educational 
background is shared by many of the botanical illustrators and painters whose work 
was included in the exhibition, including Camilla Speight, Dasha Fomicheva and 
Pandora Sellers. For many years now, botanical illustrators and painters have had two 
consumers for their work: one is the botanist, who expects exactness from an image, 
and one that could still easily be placed within a traditionally printed botanical 
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florilegium, (which was always the expected end product of a botanical illustration) 
[Arnold 2007: p.164]; the other is the art lover, whose requirements are different to 
those of the botanist, since they require the image, first and foremost, to be 
aesthetically appealing and/or decorative. As when scientific-botanical illustrations 
are placed within a domestic setting their meaning shifts; they become art by default. 
The Shirley Sherwood exhibition also included some works from the Marianne North 
icnngt{0"Fwg"vq"vjg"icnngt{Óu"tghurbishment all of its paintings had been taken off the 
walls so that restoration work to the fabric of the building could begin [Farley 2007]. 
North was at last included within a display that contained images whose status as 
scientific-botanical illustration was decidedly uncertain. 
The work of Pandora Sellars (b.1936) is similar in many respects to that of 
North. Both women break with the established conventions of traditional scientific-
botanical illustration. The way in which the various elements includef" kp" UgnnctuÓ"
compositions have been arranged on the flat page exhibits a strong feel for pattern and 
design often absent from traditional scientific-botanical illustration. Sellars trained as 
a designer, studying at Cheltenham School of Art and Manchester College of Art. She 
was also an art teacher from 1972 as well as a designer and freelance botanical 
illustrator [Sellars 1990: p.165]. Sellars has, like North, made paintings of lilies (lilies 
of different kinds are replicated, again and again in the Nortj" icnngt{+0" PqtvjÓu"
painting 684, Foliage, F lowers and F ruit of the Sacred Lotus [See figure 111], is 
ukoknct" kp" kvu" eqorqukvkqpcn" cttcpigogpv" vq" vjcv" qh" UgnnctuÓ" knnwuvtcvkqp" qh" vjg"
Nymphaea Capensis made in 1995 [See figure 112]. Both illustrations show an 
upward thrusting plant that places its leaves like fans in mid air against a leafy 
background. Both also show varying degrees of schematic detail, of bud, flower, leaf, 
(seed head or pod, in the case of Henderson and North). In each case there are also 
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hqtocn" ukoknctkvkgu" vq"Rgvgt"JgpfgtuqpÓu" knnwuvtcvkqp."qh" vjg"Sacred Egyptian Bean (a 
nkn{+" kp"Tqdgtv"VjqtpvqpÓu" The Temple of F lora [See figure 113]. However, Sellars 
work has more in common with Henderson than North. Despite its overtly decorative 
effects, Sellars work remains distinctly topological in a scientific-botanical sense. 
At a previous exhibition held at The Mona Bismarck Foundation, Paris in 2007, 
uqog"qh"PqtvjÓu"rckpvkpiu"ygtg"ujqyp"cnqpiukfg"vjg"yqtm"qh"vjg"dqvcpkecn"knnwuvtcvqt"
Margaret Mee (1909-3;::+0"Ogg" vtckpgf"cu" cp"ctvkuv" cv"Ecodgtygnn" Uejqqn"qh"Ctv.Ó"
under the tutelage of Victor Pasmore (1908-1998) [Barber 2011: p.70]. Like North, 
OggÓu"ectggt"cu" a botanical illustrator did not begin to flourish until she was in her 
late forties to early fifties. Ray Desmond, previous Head Librarian and Archivist at 
The Royal Botanical Gardens at Kew, claims that there are marked similarities 
dgvyggp"Pqtvj"cpf"OggÓu"yqtm  [Desmond 1998: plate 24, no page number given] as 
ykvpguugf"kp"OggÓu"knnwuvtcvkqp"of a Philodendron in 1992 whereby Mee has created a 
scene that is encapsulating and includes the background flora surrounding the specific 
illustrated plant. This configuration is in keeping with topographical illustrators, such 
as Baines and the accompap{kpi" knnwuvtcvkqpu" vq" OctvkwuÓ rcnou0" Jqygxgt." OggÓu"
illustration is rigorously painted and despite apparent distortions due to the 
topological presentation, very rhythmic, like a North painting of a similar subject 
matter [See figure 114]. Desmond states vjcv"dqvj"yqogp"Òqeecukqpcnn{"cffgf"c"dktf"
qt"uocnn"cpkocn"vq"vjgkt"eqorqukvkqpu."dwv"vjcv"OggÓu"rtgekukqp"ycu"owej"itgcvgt"vjcp"
vjcv"qh"PqtvjÓuÓ [Desmond 1998: plate 24, no page number given]. Mee did include 
flora and fauna in her illustrations but as pctv"qh"cp"gzkuvkpi"uekgpvkhke"vtcfkvkqp0"OggÓu"
work does however, seek to include animals in as realistic a position within a set 
composition as possible, thereby making her images look natural and not forced. The 
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ukoknctkvkgu" dgvyggp" Pqtvj" cpf" OggÓu" yqtm" are simply in terms of the choice of 
subject matter rather than technique. 
Vjg" gzrquwtg" qh" PqtvjÓu" yqtm" ykvjkp" vjgug" vyq" gzjkdkvkqpu" tgxgcnu" PqtvjÓu"
divergence from as much as they confirm her place within an established botanical 
lineage. North did not produce conventional botanical illustrations from a strictly 
orthodox scientific-botanical point of view; her outcomes are dislocating and 
disruptive. This is still the case, despite the inclusion of botanical illustrations with 
distinctly decorative-aesthetic leanings within exhibitions of scientific-botanical 
illustration. While modern forms of decorative aesthetic-botanical illustration still 
hwpevkqp" uekgpvkhkecnn{＿vjcv" ku" vq" uc{" vjg{" jcxg" c" fqwdngf" uekgpvkhke-decorative 
hwpevkqp＿PqtvjÓu" rckpvkpiu" oquv" fgcidedly do not. Nor do they function 
eqpxkpekpin{" cu" ctv0"PqtvjÓu" kpenwukqp" kp" vjgug"eqpvgorqtct{"gzjkdkvkqpu"fqgu" eqog"
about because of a technical likeness that encompasses the work of North, Sellars, 
Mee and others, scientific-botanical illustration requires the use of certain visual 
linguistic elements that North did apply comprehensively.  
The Mexican painter Frida Kahlo (1907-1954) was active during the 1930s and 
1940s She produced still life paintings that, like those of North, drew influences 
directly from traditional still life paintings." cu" ykvpguugf" kp" McjnqÓu" Still Life with 
Watermelons, of 1953 [See figure 115]. McjnqÓu paintings also looked towards the 
botanical art by Hermenegildo Busto of the 1870s [Barson 2005: p.59]. Kahlo was not 
a classically trained painter. Like North, she often applied her paint crudely and 
certainly without conventional painterly finesse. Kahlo, [again] like North made 
paintings that included representations of fruit, flowers and animals in landscape 
settings. However, Kahlo was self-consciously attempting to develop a primitivist 
gvjqu" tgncvgf" vq" OgzkeqÓu" xkuwcn" vtcfkvkqpu" cpf" rqnkvkecn" uvtwiingu0" Kahlo was also 
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painting at a time when various techniques were being used by the avant-garde, to 
distance themselves from conventional forms of artistic accomplishment, and Kahlo is 
considered an artist based very much upon context, rather than the end result of any 
given artwork.  
McjnqÓu appropriations of fruit and animals are usually symbolic and her often 
strange juxtapositions of objects allegorical. North brought together representations of 
animals and plants so that viewers could place the plants within their natural context 
and to indicate which animals were feeding from them. Neither plants nor animals in 
PqtvjÓu" rckpvings have any considered symbolic or allegorical significance as 
witnessed in her painting numbered 0770, of a View from Collaroy, New South Wales, 
looking towards the Liverpool Downs, no date given Where North presents a crude 
painting of birds foraging in a tree looking over an Australian landscape that could be 
eqorctgf"cpf"eqpukfgtgf"eqorctcdng" vq"McjnqÓu"qyp"ogvjqfu" kp"crrnkgf" vgejpkswg 
[See figure 116]. Despite their shared amateurishness, Kahlo is thought of as a genius 
of originality, while North most decidedly is not. Kahlo unsettles our sense of 
normality through surrealistic juxtaposition, cu" ykvpguugf" kp" McjnqÓu" rckpvkpi." Self 
Portrait with Bonito [the bird], of 1941 [See figure 117]. While, as visually odd and 
unsettling as they sometimes seem, PqtvjÓu" rckpvkpiu" qp" vjg" hceg" qh" kv" fq" pqv0"
Pgxgtvjgnguu." PqtvjÓu" rckpvkpiu" fq" dtgcm" ykvj" eqpvention and established context. 
Indeed other similarities are contained in North and McjnqÓu"rckpvkpiu"qh"hnqygtu"cpf"
hummingbirds [See figure 118], a firm favourite subject of NorthÓs and witnessed in 
McjnqÓu"rckpvkpi"qh"Still Life with Hummingbird, of 1941, which is also technically 
rckpvgf"kp"c"xgt{"ukoknct"ocppgt"vq"PqtvjÓu"hnqygt"rckpvkpi 0409, Old Dutch Vase and 
South African F lowers, no date given [See figure 119]. 
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Marion Arnold in South African art Peeling back the Petals, explains one 
expects to see art in art galleries, botanical art in herbaria, and illustrations in books 
[Arnold 2007: p.164]. Dwv"PqtvjÓu"rckpvkpiu" kp"igpgtcn"cpf"jgt"icnngt{" kp"rctvkewnct."
carve out distinctly aestheticised spaces within otherwise scientifically delineated 
eqpvgzvu0" Jgt" rckpvkpiu" ugfweg" xkgygtu" kpvq" uggkpi" tgcnkv{" gxgp" vjqwij" vjg{" Ònqqm"
more like other art worku"vjcp"nkmg"pcvwtgÓ"]Ctpqnf"4229<"p.164]. She is in many ways 
as much of a surrealistic conjoiner of the unexpected as Kahlo. But her immediate 
historical context militates against the applicability of such a reading. 
During the mid nineteen seventies and gkijvkgu."Òocp{"hgokpkuv"ctvkuvu"]È_"ygtg"
influenced by post structuralism, psychocpcn{uku." cpf" uwdcnvgtp" vjgqt{Ó0" Vjku 
distanced vjgkt"yqtm"htqo"ocp{"curgevu"qh"gctnkgt"yqogpÓu"ctv, connected strongly as 
it often was to a dominant male order. They criticised the celebration of innate 
femininity and the retrieval of traditional female culture, for confining women to 
separate biological and cultural spheres. Furthermore, they doubted the subversive 
potential of the feminine, fearing that women would be placef"qp"vjg"Òpgicvkxg"ukfg"qh"
ncpiwcigÓ0" Vjg{" cnuq" Òetkvkek¦gf" vjg" gorjcuku" qp" rgtuqpcn" gzrgtkgpegÓ" cu" dgkpi"
Òpcttqyn{" kpfkxkfwcnkuvkeÓ" ]Reckitt and Phelan 2001: r033_0"PqtvjÓu" rckpvkpiu"yqwnf"
not, therefore, be an obvious choice for subaltern thinkers to champion; not least, 
dgecwug" qh"PqtvjÓu" rqnkvkecn" rqukvkqpkpi"ykvjkp" jkuvqt{" cnd because of her wealthy, 
well-eqppgevgf" hcokn{0" PqtvjÓu" oclqt" uwdlgev." vjg" hnqygt." ku" ctiwcdn{" vjg" most 
feminine of forms to paint. However, the North gallery could be described as a form 
of belligerence, as she audaciously believed that she could create a space that 
contained a personal studio, and a gallery for her work, all within a scientific, male 
run institution.  
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In Place Matters, Morgan quoted Dea Birkett, in an article from the New York 
Times in 1992, pointing qwv"vjcv" vjg"Pqtvj"icnngt{." Òku" uvknn" vjg"qpn{"rgtocpgpv" uqnq"
exhibition by a feocng"ctvkuv"kp"DtkvckpÓ"]Oqticp"3;;8< p.101]. Birkett also argued that 
ÒPqtvjÓu"xkdtcpv"uv{ng.Ó"ykvj"kvu"Ðuvtqpi"hgocng imagery, suggests a nineteenth century 
Igqtikc" QÓMgghhgÑ" ]Oqticp" 3;;8< p.101_0" QÓMgghgÓu" yqtm" ycu." jqygxgt." oqtg"
formalistic than illustrative, having been influenced by Kandinsky (one of the founder 
ogodgtu" qh" vjg" Dcwjcwu" ctv" uejqqn" kp" Fguucw." Igtocp{+0" Mcpfkpum{Óu" On the 
Spiritual in Art of 1914 was a theoretical treatise yjkej"qhhgtgf"Òctvkuvu"vjg"kpvgnngevwcn"
hqwpfcvkqp"hqt"c"eqorngvg"dtgcm"ykvj"vtcfkvkqpcn"eqpxgpvkqpuÓ" [Cornell Richter 2001: 
p.42]0"QÓMgghhg"ycu"kpurktgf"d{"vjku"cpf"eqodkpgf"kvu" kphnwgpeg"wrqp"jgt"yqtm"with 
ideas taken from Chinese and Japanese Daoism, which had manifested itself through 
the influence of dada in New York during the 1920s [Cornell Richter 2001: pp.40-42]. 
QÓMgghhg" dgnkgxgf" ujg" eqwnf" eqodkpe these influences to inform a new impetus in 
western art [Cornell Richter 2001: r64_0"Oqtgqxgt."QÓMgghhg ycpvgf"vq"Òhkpf"c"xkuwcn"
ncpiwcig"hqt"goqvkqpÓ"cpf"Òjgt"tgoctmcdn{"rtgekug"jcpfnkpi"qh"eqnqwt"ycu"oqvkxcvgf"
d{"c"fguktgÓ" vq"cnnqy"Òvjg" hwnn"rwtrng" hggnkpi"qh"ucvkuhcevkqpÓ"dgeqokpi" Òfkhhwugf" kpvq"
vjg"dtwkug"qh"dnwg"cu"vjg"hggnkpi"hcfgu.Ó]Cornell Richter 2001: p.44] QÓMgghhgÓu"nctig"
figurative flower pictures, exhibited a complexity of applied colour that resulted in 
jgt"yqtm"dgkpi"eqpukfgtgf"cu"Òuqogvjkpi"nkxkpi"cpf"gxgt"kp"oqvkqpÓ."ikxkpi"Òocp{"qh 
jgt" rckpvkpiu" vjg" cwtc" qh" rqtvtckvuÓ" ]Reckitt and Phelan 2001: p.25] as witnessed in 
QÓMgghhgÓu"rckpvkpi Dark 1 of 1924 [See figure 120], which is a pictorially abstract 
and surreal composition that within its pattern displays a leaf [centrally] that could be 
read both as a eye or simply as a leaf.   
Vjgtg" ctg" uwrgthkekcn" hqtocn" ukoknctkvkgu" dgvyggp" PqtvjÓu" yqtm" cpf" vjcv" qh"
QÓMgghgÓu kpuqhct"cu" dqvj"yqogp"uqtv" vq"ecrvwtg" vjg" Òrqtvcvkxg"gngogpv"qh" hnqygtuÓ"
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[Reckitt and Phelan 2001: p.26]. Moreover, both women sought to capture the 
sublime in an encapsulated form. However, there are marked differences between the 
work of both women. Kp"eqpvtcuv"vq"QÓMgghhg."PqtvjÓu"rckpvkpiu"ygtg"ocfg"wpfgt"vjg"
tremendous strain of her travels and, as such, were accused of being stilted [Huxley 
2002: p.35_0" QÓMgghhgÓu" yqtm" fgnkdgtcvgn{" ocfg" wug" qh" hnqygtu" cu" ogvcrjqtu" hqt"
ugzwcn" qticpu0" Vjg{" cnuq" rtgfkecvgf" Òwrqp" ugzwcn" fguktguÓ" tgictfnguu" qh" ugzwcn"
orienvcvkqp0"QÓMgghgÓu"rckpvkpiu"vjgtghqtg kpxkvg"wu"vq"ugg"vjkpiu"cu"yg"Òoc{"not have 
uggp" vjgo" dghqtgÓ" [Kieran 2005: p.386_0" PqtvjÓu" rckpvings do make use of the 
sexualised language of flower parts developed by Linnaeus, but are only sexual in a 
fguetkrvkxg" tcvjgt" vjcp" c" ogvcrjqtkecn" qt" cnngiqtkecn" ugpug0" PqtvjÓu" yqtm" ku" pqv"
however, intentionally, about the sexualised gaze, or explicit sexualisation. 
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                                                         Chapter Six 
 
The Use of Photography and the Composite Image in Relation to the  
Paintings of M arianne North 
 
 
As Martin Kemp makes clear in The Science of Art Optical Themes in Western Art 
from Brunelleschi to Seurat, during the nineteenth century within Europe, the story of 
visual representation changed dramatically after the invention of photography in the 
1820s. After the invention of photography, manual forms of visual representation 
such as painting and drawing were no longer wholly dominant. They also had to 
justify their identity as practices distinct from photography. 
While this shift was a seismic one in many ways, it is nevertheless important to 
acknowledge that photography itself did not emerge from nowhere and that its early 
forms grew strongly on exiting pre-photographic modes of representation. In the 
chapter ÒThomas Jones, Building in Naples,Ó" in British  Vision, Mark Evans cites 
Lawrence Gowing who ctiwgu"vjcv"Òvjg" hwpfcogpvcnn{"oqfgtp"rkevqtkcn"u{pvczÓ"vjcv"
ycu"etgcvgf"d{"rckpvgtu" kp"vjg"39:2u"rtqxkfgf"Òvjg"etkvkecn"ujkhv" kp"ctvkuvke"pqtou"vjcv"
led to the invention of photogrcrj{Ó" ]Evans 2007: p.187]. Hwtvjgtoqtg." Òvjgqtgvkecn"
curgevu"qh"qrvkecn"cpf"igqogvtkecn" urcegÓ"dgecog" Òykfgn{"fkuewuugf" kp" vjg" nkvgtcvwtg"
qp" vjg"ctvu"cpf"uekgpeguÓ" nqpi"dghqtg"rjqvqitcrj{Óu" kpxgpvkqp" ]Mgor"3;;2<"r0443_0"
Holman Hunt also claimed that photography had been sent by providence vq" Òujqy"
paintgtu"vjgkt"ujqtveqokpiuÓ0"Jqnocp"Jwpv"cnuq"eqpukfgtgf"Òkv"vjg"vcum"qh"rckpvgtu"vq"
fgrctv" cu" ogtejcpvu" qh" pcvwtgÓ" cpf" Òdtkpi" jqog" rtgekqwu" ogtejcpfkug" kp" hckvjhwn"
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rkevwtgu" qh" uegpguÓ" vjcv" ygtg" kpvgtguvkpi" htqo" vjg" rqkpv" qh" xkgy" qh" Òjkuvqtkecn"
considerations or from the strangeness of vjg"uwdlgev"kvugnhÓ"]Jqq¦gg 2007b: p.181]. 
With the increasing popularity of photography as a visual medium during the 
nineteenth century, visual artists began to depart from artistic conventions established 
fwtkpi" vjg" Tgpckuucpeg" kp" qtfgt" vq" fkhhgtgpvkcvg" vjgkt" rtcevkeg" htqo" rjqvqitcrj{Óu"
mechanically produced vision of reality. German topographical artists, for example, 
dgicp"vq"cdcpfqp"Òvjg"vjgqt{"cpf"rtcevkeg"qh"nkpgct"rgturgevkxgÓ"cu"kv"Òegcugf"vq"rlay a 
vitally creative role in tjg" hqtghtqpv" qh" rckpvkpiÓ" ]Mgor" 3;;2< p.221]. This change 
took place because photography almost overnight occupied the space that had 
previously been taken up by realist painting, At the same time, the invention of 
commercial photography allowed artists, to use the camera as a device that could 
transcend its mechanical base cpf" Ògpvgt" vjg" tgcno"qh" Òpcvwtcn"ocikeÓ" [Kemp 1990: 
p.387_0"Vjg" rkevwtguswg." Òvtcfkvkqpcnn{" c" jkijn{" tghkpgf" ctv." hwnn" qh" ]È_" vtkemu" qh" vjg"
trade necessar{"vq"etgcvg"fgrvj."uvtwevwtg"cpf"ftcoc."htqo"wpvkf{"pcvwtcn"rjgpqogpcÓ"
consequently became the stock in trade of an emerging art photography [Tromans 
2008: p.102]. 
Rjqvqitcrj{"ycu"c"uqwteg"qh"xkuwcn" kphqtocvkqp"vjtqwijqwv"PqtvjÓu"nkhgvkog0"Kv"
had been said vjcv"Òrjqvqitcrj{"ycu"dqtp"cu"vjg"iqnfgp"cig"qh"dqvcpkecn" knnwutration 
ftgy" vq" c" enqugÓ" ]Gykpi" 4224<" r09], despite later claims by Sacheverell Sitwell in 
Great F lower Books 1700-1900, vjcv"Ò]v_jgtg" ku"]È_"pq"tgcuqp"vq"vjkpm"vjcv" vjg" hkpg"
flower book is enfgfÓ"dgecwug"vjg"ogfkwo"qh"rjqvqitcrj{"Òecp"pgxgt"]È_"gswcn"vjg"
drawn and coloured portrayal b{" vjg" jwocp"jcpfÓ" ]Ukvygnn" 3;;2: p.25]. During the 
3:92u" cpf" 3::2u." rjqvqitcrjke" hnqygt" uvwfkgu"ygtg" ocfg" vjcv" Òdgicp" vq" crrgct" kp"
salon exhibitions that were revkgygf" gpvjwukcuvkecnn{" kp" vjg" rgtkqfkecnuÓ" qh" vjg" vkog"
[Ewing 2002: p.15]. 
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Vjgug" rkqpggtkpi" rjqvqitcrju" qh" hnqygtu." qt" Òpcvwtgu" igouÓ as the Victorians 
loved to call them, were among the first subjects to be photographed that achieved 
recognition as something approaching art [Ewing 2002: p.7]. In formal terms, these 
photographs of flowers are not dissimilar in composition and uv{ng" vq" Òvjg" gctn{ 
nineteenth-egpvwt{"hnqygt"rckpvkpiu"qh"Rkgttg"Lqugrj"TgfqwvﬁÓ (1817-1824). Indeed it 
has been acknowledged that RgfqwvﬁÓu"yqtm"jcf"c"octmgf"kphnwgpeg"wrqp"this type of 
photography [Ewing 2002: p.9]. During the late nineteenth egpvwt{." Òvjg" ctvkuvke"
rjqvqitcrjgtÓ"cpf"vjg"ÒcocvgwtÓ"cnkmg"dgicp"vq"rjqvqitcrj"Òuocnn"kpcpkocvg"qdlgevuÓ"
many of which constituted still lifes [See figure 121] [Ewing 2002: p.15]. Works by 
amateur flower photographers uwej"cu"vjg"Tgxgtgpf"F0V0M0"FtwooqpfÓu"rjqvqitcrj."
Untitled, from 1860, and cited in figure 120, depicts a very clear image of a Posey of 
flowers [Ewing 2002: p.16]. Many of these works utilised compositional styles 
similar to those employed by North in some of her flower paintings, although no 
direct link between the two can be made.
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Writing in 1877, Auguste Rodin (1840-3;39+"uvcvgf"vjcv"jg"Òjcf"c"nqy"guvkocvg"
of photography as atvÓ"dgecwug"jg"dgnkgxgf"vjcv"kv"ku"Òvjg"ctvkuv"yjq"ku"vtwvjhwn"cpf"kv"ku"
rjqvqitcrj{" yjkej" nkguÓ." eqpenwfkpi" vjcv" Òkp" tgcnkv{" vkog" fqgu" pqv" uvqr." cpf" kh" vjg"
artist succeeds in producing the impression of a movement which takes several 
moments for accomplisjogpv." jku" yqtm" ku" egtvckpn{" nguu" eqpxgpvkqpcnÓ" vjcp" Òvjg"
uekgpvkhke" kocig."yjgtg" vkog" ku" uwurgpfgfÓ" ]Elsen 1980: p.11]. Despite this, Rodin 
wugf" vjg" ecogtc" Òvq" rtqxkfg" c" pgy" kpukijv" kpvq" jku" yqtmuÓ" cu" gctnkgt" rckpvgtu" cpf"
sculptors had done through the use of mirrors lenses and camera obscuras in the 
studio and in the natural environment [Ayers 1985: p.68]. 
                                               
48 In A Vision of Eden, Anthony Huxley comments that North used her brush as the modern botanical 
traveler uses a camera, concluding that in some of her groupings the more contrived scenes achieved 
ghhgevu"Òyjkej"c"ecogtc"pgxgt"eqwnfÓ"]Jwzng{"4224: p.12].  
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Photography as a visual practice is part of an extended lineage that evolved 
within art practice related to the use of optics that has its origins in antiquity. Devices 
similar to the camera obscura, involving a darkened room or box with a small hole to 
focus light, where certainly in use from the time of Aristotle and came closer to 
forming the basis for modern photography, with the addition of lenses from 1589. The 
use of the camera obscura and then the camera lucida altered the marks made by 
ctvkuvu0"Jqempg{"tghgtu"vq"vjg"wug"qh"qrvkeu"kp"tgncvkqp"vq"KpitguÓ (1780-1867) portrait 
drawing of Madame Louis Godinot in 1829, which he argues was made with the aid 
qh"c"ngpu"ukpeg"vjg"nkpgu"qh"vjg"ftcykpi"crrgct"vtcegf"tcvjgt"vjcp"vq"jcxg"dggp"Òitqrgf"
hqtÓ"[Hockney 2006: p.23]. Hockney beligxgu"vjcv"Kpitgu"ftgy"Òvjg"jgcf-hktuvÓ"cpf."d{"
Òocmkpi"c" hgy pqvcvkqpu"qp" vjg"rcrgtÓ." hkzgf the Òposition of her hair, her eyes, her 
nostrils and vjg" gfig" qh" jgt" oqwvjÓ" ]Jqempg{" 4228< p.23]. In this way, argues 
Hockney, the artist was able to construct a point-to-point reference of key elements 
essential to proportion [Hockney 2006: p.23]. The image produced by a camera can 
alsq"dg"gcukn{"vtcegf"wukpi"vjg"ucog"ogvjqf."gpcdnkpi"vjg"ctvkuv"vq"Òhcuv"hqtyctfÓ"vjg"
Òpqtocn" ogcuwtkpi" rtqeguu" vjcv" vcmgu" rnceg" kp" vjg" jgcf" qh" c" iqqf" ftcwijvuocpÓ"
[Hockney 2006: p.28]. Despite this, art historians jcxg" Òdggp" tgnwevcpv" vq" uvwf{" vjg"
kornkecvkqpuÓ"qh"vjg"xkuwcn"gxkfgpeg"vjcv"uwrrqtvu"vjg"wug"qh"photographic material by 
makers dgecwug" Òkv" ku"pqv"swkvg"rtqrgt"hqt"vjgkt" hcxqwtgf"ctvkuvu" vq"tguqtv"vq"yjcv"jcu"
become regardgf" cu" c" hqto" qh" ejgcvkpiÓ" ]Mgor" 3990: p.196]. Hockney states, 
jqygxgt." vjcv"ctvkuvu"ctg"Òugetgvkxg"cdqwv"vjgkt"ogvjqfu"Î vjg{"ctg"vqfc{."cpf"vjgtgÓu"
pq"tgcuqp"vq"uwrrqug"vjg{"ygtg"cp{"fkhhgtgpvÓ"kp"vjg"rcuvÓ0"Jqempg{"ctiwgu"vjcv"ctvkuvu"
ycpv" vjgkt" ogvjqfu" qt" Òukipcvwtg" octmuÓ" vq" dg" ugetgv not just because of cultural 
vcdqqu"qp"vjg"wug"qh"qrvkeu."dwv"dgecwug"vjg{"fq"pqv"ycpv"vjgo"Òtgrnkecvgf"d{"qvjgtuÓ"
for professional/commercial reasons [Hockney 2006: p.14]. 
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The line between photography and art was further blurred by the fact that while 
some early photographers looked towards art as a source of inspiration, some painters 
became photographers, thereby bringing an distinctively artistic compositional bias to 
their photographic work, Early maritime photographs by Gustav Le Gray (1820-
1884), for example, have been compared to Gustave EqwtdgtvÓu (1819-1877) 
paintings of seagoing ships [Cadoche no date given]. The work of the English 
photographer Roger Fenton (1819-1869), who exhibited his work at the Great 
Exhibition of 1851 [Howarth Booth 2007: p.247], was perceived tq" qhhgt" Òc" pgy"
model of clarity [and] dtgcfvjÓ"vq"ncpfuecrg"rkevwtgu [Howarth Booth 2007: p.248]. In 
HgpvqpÓu"rjqvqitcrj The Valley of the Shadow of Death, of 1855 [See figure 122], 
the viewer is presented with a beautifully composed and tonally graduated 
photograph, which despite its subject matter (the killing ground of the Light Brigade 
at Crimea after the fact) shares many of the qualities of the picturesque [Lyles 2007: 
p.220_0"HgpvqpÓu"yqtmu"ctg"cnuq"xkuwcnn{"ukoknct"vq"Jwfuqp"Tiver School paintings as 
witnessed in his photograph Double Bridge on the Machno of 1857 [See figure 123], 
which depicts a river running though a landscape similar to many compositions 
placed within paintings of the Romantic Movement, as well as paintings by Frederic 
Edwin Church, who is known to have utilised photographic images vq"jgnr"Òjqnf"qpvq"
various cpf"fktgev"kortguukqpuÓ"]Pqxcm"3;;9<"r070] related to his landscape paintings. 
According to Hockney, photography has been used by painters because it can do two 
vjkpiu<" Òkv" ecp" dtkpi" kpvq" hqewu" qdlgevu"ykvj" okpwvg" fgvckn." dgvvgt" kv" uggou" vjcp" vjg"
jwocp"g{gÓ"cpf"kv"ecp"ujqy"Òujctrpguu"cpf"dnwttkpi"qh"nkijvÓ"vjcv"ku"wughwn to an artist 
in relation to mark-making, gurgekcnn{" kp" tgncvkqp" vq" eqorqukvkqpcn" Òfkuvortions and 
fkueqpvkpwkvkguÓ" kp"octmu"]Jqempg{"4228<"r03:7_0"  Such marks are, Hockney argues, 
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qhvgp"Òfkhhkewnv"vq"gzrnckpÓ"wpnguu"qrvkeu"qt"rjqvqitcrj{"Òjcf"dggp"wugf"kp"uqog"yc{Ó"
[Hockney 2006: p.131]. 
Landscape photography was readily available in the United States during the 
late nineteenth century. From the 1860s onwards, the US government had started to 
use photography for expedition purposes as part of the discovery of new land. In the 
1870s, the photographer Timothy H. Sullivan (1840-1882) used a cart to carry not 
only laboratory equipment but also mules to carry the rest of the bulky kit needed to 
take and produce photographic images [Cadouche no date given]. The photographs 
produced by Sullivan are clear, pristine images of nature that could quite easily be 
used as a starting point for the linear and tonal balances required by a painting or 
drawing. Many photographers in the USA, including British born photographer 
Edweard Muybridge (1830-1904) and William Henry Jackson (1843-1942), produced 
images that were almost Luminist in quality. Cpftgy" L0" TwuugnnÓu" kpfwuvtkcn"
photographs set within the American landscape are reminiscent of both impressionist 
and Luminist works. Engravings were made through the use of photographs [Cadoche 
no date given]. Printing and lithography were also important factors in relation to the 
production and reproduction of early photographic images. Illustrations based on 
photographs that had been sent from far away or interesting locations nearby, and 
were often touched up to be presented in magazines. Indeed, the touching up process 
was so extreme in some cases that the resulting images appear to be a half-way-house, 
between photography and art illustration [Cadoche no date given]. 
According to Kemp writing in The Science of Art, Ò]v_jgtg" ycu" pq" guugpvkcn"
fkhhgtgpegÓ" dgvyggp" Òvjg" dqz-type camera obscurasÓ available to professional and 
amateur artists during the early nineteenth egpvwt{" cpf" vjg" ecogtcu" wugf" d{" ]È_"
Daguerre (1787-1851) and Fox-Talbot (1800-1877) in the inventkqp"qh"rjqvqitcrj{Ó"
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[Kemp 1990: p.190]. It is therefore almost certainly because of this technical 
continuity that nineteenth-century painters such as Manet (1832-1883) and Degas had 
pq"eqpegtpu"cdqwv"wukpi"Òrjqvqitcrj{"vq"rtqfweg"rckpvkpiuÓ0"Vjku"wug"qh"rhotography 
extends beyond the still realist images of impressionism to the increasingly abstract 
non-realism of modernist painting. There is now, for example, evidence that Picasso 
used postcards carrying ethnogrpahic photographs of African natives bought from the 
Vtqecfﬁtq"kp"Rctku."*yjgtg"Òpqp-western artifacts were uvqtgf"cpf"fkurnc{gfÓ+"]Vc{nqt"
2004: p.28] as a visual reference for his painting Fgoqkugnngu" fÓCxkipqp of 1907. 
Which deliberately includes references to African styled masks placed upon two of 
the women depicted [See figure 124]. 
The photographs, which appear to have informed the making of Demoiselles 
fÓCxkipqp eqorqukvkqpcnn{" cu" ygnn" cu" uv{nkuvkecnn{." ygtg" qpn{" hqwpf" chvgt" RkecuuqÓu"
death alongside countless sketchbooks showing drawn variations of compositional 
ideas and alterations to the theme of PicauuqÓu" rckpvkpi" ]Tkejctfuqp" 4229]. This 
discovery goes someway to dispelling the myth that Picasso arrived at Demoiselles 
fÓCxkipqp simply through the creative imagination. If a high art painter like Picasso 
resorted secretly to these methods then it seems likely that amateur painters would 
have few qualms in doing so, especially when they need to make a lot of paintings 
very quickly and decisively, as North did for the timely completion of her gallery. 
The use of optics and photographic imagery in relation to botanical illustration 
ku" tghgttgf" vq" kp" Mgkvj" YguvÓu" How to Draw Plants in the chapter entitled ÒDcuke"
GswkrogpvÓ0 West uvcvgu"vjcv"Ò]k_p"uqog"ukvwcvkqpu"kv"ku"pgeguuct{"vq"vwtp to the camera 
cu"cp"ckfÓ"]Yguv"3;;;<"r0345_0"Kp"ukvwcvkqpu"yjgtg"kv"Òyqwnf"dg"etkokpcn"vq"rkemÓ"rncpvu"
vq"ftcy"qt"yjgp"c"Òfgvckngf"uvwf{"ku"]È_"kortcevkecnÓ"qt"yjgp"Òncem"qh"vkogÓ may be 
of concern, a photograph can be taken and a simple line drawing can be Òecttkgf"qwv"kp"
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ukvwÓ" ]Yguv"3;;;<"r0345_0"Jqygxgt."Yguv" uvtguugu" vjcv" Òrjqvqitcrju"ujqwnf" dg"wugf"
qpn{"yjgtg"vjgtg"ku"pq"qvjgt"ugpukdng"ogcpu"qh"ceeguu"vq"vjg"pgeguuct{"kphqtocvkqpÓ."
cpf"vjcv"vjg"rckpvgt"ujqwnf"pqv"wug"c"rjqvqitcrjke"kocig"qh"c"rncpv"Òvcmen by anyone 
gnugÓ" ]Yguv" 3;;;<" r0123]. West also cites concerns over the use of colour prints or 
eqnqwt"vtcpurctgpekgu."cu"Ò]v_tcpurctgpekgu"tgeqtf"eqnqwt"owej"oqtg"ceewtcvgn{"dwv"cte 
vqq" uocnn" vq" yqtm" htqoÓ" ]Yguv" 3;;;<" r0140]. West gives further insight into the 
working practices of some botanical illustrators, citing how they overcome the use of 
uocnn"vtcpurctgpekgu"d{"yc{"qh"Òc"fgxkeg"eqpukuvkpi"qh"c"okpkcvwtg"uetggp."jqwugfÓ"kp"
a cabinet ukoknct" vq" c" ecogtc" qduewtc0" Jgtg." c" Òunkfg" ku" dcem-rtqlgevgfÓ" uq" that a 
rgtuqp"ecp"Òukv"enqug"vq"kv"cpf"yqtm"fktgevn{ htqo"vjg"gpnctigf"kocigÓ"]Yguv"3;;;<"r0 
362_0"Yguv"eqpenwfgu" vjcv"rjqvqitcrju"ctg" Òrqqt" uwduvkvwvgu" hqt" nkxkpi"rncpvuÓ"yjkng"
ceegrvkpi"vjcv"vjg"cxckncdknkv{"qh"Òiqqf"swcnkv{"rtkpvu"dcemgf"wr"d{"pqvgu."umetches and 
voucher specimens, may be sufficient for many purposes, and as an aid towards 
knnwuvtcvkqpÓ." gurgekcnn{" yjgp" hwtvjgt" kphqtogf" d{" Ògzrgtkgpeg" cpf" dqtanical 
mpqyngfigÓ" ]Yguv" 3;;;<" r0365_0"YguvÓu" eqoogpvu" ctg" tgxgcnkpi" kp" vjcv" vjg{" ftcy"
attention to a now open acceptance of the use of photography as part of flower 
drawing as well as perceived limits on that use. 
Between 1875 and 1877 North visited Japan, where a passion for painted 
photographs and photographic engravings had begun as early as 1869 [Cadoche no 
date given]. From the mid nineteenth century onwards the Japanese had embraced the 
use of the 3-D Stereopticon that made use of pairings of photographic images 
sometimes employing garish colouration [Cadoche no date given]. The often, strong 
colqwtcvkqp" qh" vjgug" gctn{" rckpvgf" rjqvqitcrju" gejqgu" vjcv" rtgugpv" kp" PqtvjÓu"
paintings as well as some Pre-Raphaelite art. North bought photographs as a young 
woman on her travels to Milan where referring in her diary to a collection of 
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photographic representations of paintings by Leonardo da Vinci, which she found 
Òoquv"kpvgtguvkpiÓ"]Pqtvj"3:;5< p.37]. In later letters North divulged that she collected 
other photographic images in the form of portraits. [North 1878: Burnell letters 
A15/3, (MN/1/1)]. North, therefore, like other bourgeois Victorians not only had 
access to photographs, she also possessed photographs of artworks and may well have 
seen photographs that had been altered/assisted as the result of artistic intervention. 
The nineteenth century was the beginning of the scrapbook and picture postcard made 
Òrquukdng"d{"oqpvcikpi"fkurctcvg"rjqvqitcrjke gngogpvu"cickpuv"gcej"qvjgtÓ="cpf"dy 
the end of the century such practices were widespread [Taylor 2004: p.8]. 
The artistic technique of collage-montage is characteristic of much of the 
progressive art of the twentieth and twenty-first-centuries. As Brandon Taylor in 
Collage, indicates, the practice of visual quotation and copying from other visual 
sources by artistsÏvjcv" ku" vq" uc{." vjg" ocmkpi" qh" Ò]e_qorqukvg" kocigt{Ó" ycu." pqt 
Òwpmpqyp" dghqtg" vjg" vyentieth egpvwt{Ó" ]Taylor 2004: p.8]. During the seventeenth 
century, for example, Rubens freely added improvements to the drawings of others, 
regardless of modern attitudes to originality [Taylor 2004: p.8]. High art has 
persistently co-opted composite methods in order to bring together, popular (low) 
hqtou"qh" xkuwcn" ewnvwtg" cpf" jkij" ctv0"Eqpukfgt" jgtg." hqt" gzcorng." Htcpekueq"Iq{cÓu"
The Third of May (c.1810-1812). Goya took popular cultural and political prints that 
would be immediately recognisable to the everyday Spanish populace, using them as 
a visual reference for the events depicted in The Third of May, which show the 
execution of a group of Spanish citizens by French soldiers [Bulger 2010]. The image 
has an immediacy suggesting that Goya was a first hand witness to events. Goya was, 
however, almost certainly not present. Goya can be understood to have used already 
widely recognised images with political meaning to shortcut the need for laborious 
187 
 
description, whkng"ikxkpi"c" ugpug"qh" vjg" tgcnkv{"qh" vjg"gxgpvu"jg" tgrtgugpvgf0"Iq{cÓu"
painting therefore involves a kind of visual sleight of hand used for the purposes of 
critical truthfulness. 
In Secret Knowledge, Hockney states that the very idea of the use of visual aids 
cpf" vjg" ocmkpi" qh" eqorqukvg" kocigu" Òjqttkhkgu" vjg" nc{ocpÓ" dgecwug" kv" ecp" dg"
wpfgtuvqqf"cu"cvvcemkpi"vjg"xgt{"Òkfgc"qh"kppcvg"ctvkuvke"igpkwu0Ó"Jqempg{"dgnkgxgu"vjcv"
modern day perceptions of artists can be traced back to iortguukqpkuo"yjgtg" Ò]v_jg"
popwnct" eqpegrvkqp" qh" cp" ctvkuvÓ" ycu" cu" c" jgtqke" kpfkxkfwcn." nkmg" Xcp" Iqij."
Òuvtwiinkpi."cnqpg"vq"tgrtgugpv"vjg"yqtnf"kp"c"pgy"cpf"xkxkf"yc{Ó0"Kortguukqpkuv"ctvkuvu"
were perceived as having worked in a way that did not rely upon the studio tradition 
yjgtg"Ò]c]rtists had large workshops, witj"c"jkgtctej{"qh"lqduÓ"]Jqempg{"4228<"r014]. 
The impressionists presented themselves as moving outside of the studio tradition to 
work outdoors as realists close to their chosen motifs. However, in actuality, the 
impressionists continued to use studios, often combining the results of their outdoor 
work with imagery taken from their imagination or other sources0"OcpgvÓu"Déjeuner 
Uwt" NÓ" jgtdg" of 1863, for example, is clearly composed of images from differing 
uqwtegu" Òykvj" kvu" tgewodgpv" hkiwtgu" htcokpi" c" ugrctcvg" dcemitqwpfÓ" ]Taylor 2004: 
p.7]. The combining of separate elements to make larger composite images was 
explored by artists prior to the nineteenth century in Dutch still life and flower 
paintings [Hockney 2006: p.113] often in relation to the combining of scarce or 
fragile natural resources used in still-lifes. 
As previously discussed, Thornton, also produced composite images in The 
Temple of F lora. As a botanical illustrator, the composite use of images would have 
been ap"kpfkurgpucdng"rctv"qh"PqtvjÓu"rtcevkeg0"Pqtvj"ycu"pqv"cfxgtug"vq"wukpi"qvjgtuÓ"
imagery [North 1882-1938: MN/1/4: Kew. North Gallery MF]." gxgp" vjqwij" Ò]j_gt"
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hcog"tguvgf"rtkoctkn{"qp"jgt"rckpvkpiuÓ"dgkpi"vjqwijv"qh"cu"qtkikpcn"kocigu"qh"Ògzqvke"
natural objgevu" kp" hctcyc{" rnceguÓ" ]Oqticp" 3;;8<" r0100]. In a letter dated simply, 
ÒVwgufc{":4Ó"Pqtvj"ytkvgu"vq"Yknnkco"Vjkugnvqp"F{gt"*vjgp"fktgevqt"cv"Mgy"Ictfgpu+"
while preparing her gallery and still painting images to be placed upon her gallery 
walls, vjcv."ÒK"fq"pqv"jqrg"vq"igv"nkxg"urgekogpu"qpn{"uqog"rckpvgf"qpguÓ0"Pqtvj"ytqvg"
qh"uvwf{kpi"cp"ÒKucdgnncÓ"dwv"engctn{"jqrgf"hqt"jgnr"tgictfkpi"c"nkxg"urgekogp."uvcvkpi"
vjcv"ujg"jcf"dggp"Òkp"vjg"hncv"hqt"]È_"vgp"fc{uÓ" kp"qtfgt"vq"Òhkpkuj"qhh"vjg"pgzv"ugv"qh"
htcoguÓ" cnd that she wanted to work from home if possible [North 1882-1938: 
MN/1/4:Kew. North Gallery MF].  
Ujg" cnuq"ytqvg" qh" eqorctkpi" urgekogpu" vq" kocigu" kp" vjg" Òpgy"Gpe{enqrgfkc"
DtkvÓ0"Hwtvjgtoqtg."Pqtvj"ytqvg"qh"vjg"rckpvgf"fqqtu"qh"jgt"icnngt{"dgkpi"rncegf"wpfer 
her sofa at the time [North 1882-1883: Hemsley Letters, Vol 2.c.]. In another letter to 
Yknnkco" Dqvvkpi" Jgoung{." *yjq" eqorkngf" vjg" Pqtvj" icnngt{" ecvcnqiwg." qp" PqtvjÓu"
behalf) [The Chronicle 1882], North again raised the issue of accessible illustrations, 
asking Hemsley for an illustration of a ÒHoza/ Hoya/ HeozaÓ [North 1882-1883: 
Hemsley Letters, Vol 2.c.]. North also asked for help regarding a cupucin plant stating 
Òyjcv"K"ujqwnf"nkmg"vq"mpqy"dguv"ku"yjcv"vjg"htguj"htwkv"nqqmu"nkmg."hqt"K"qpn{"eqnqwtgf 
the ones in the painting from what you & Sir Joseph said it must be like＿I have 
never myself uggp" cp{vjkpi" dwv" vjg" ÐEcrwekp" pwvÑ qhh" vjg" vtggÓ0" C" ÒY0" GuvtkfigÓ"
showed North a drawing he had made of the Cupucin, leading North to exclaim that 
jku"ftcykpiu." Òqwijv" vq"fqÓ"cu" Òjku" dqqm" ku"gzrgevgf"pgzv"yggmÓ [North 1882-1938: 
MN/1/4:Kew.North Gallery MF]. Sheffield states that North had tried to get a 
Ðowookhkgf" rncpvÑ" to draw at one point [Sheffield 2001: p.86]. Allowing a person 
such as North, to accesses imagery at Kew could have been perceived by Hooker to 
dg" kp" vjg" ictfgpÓu" dguv" kpvgtguv." kh" qpn{" vq" jgnr" eqorngvg" vjg"Pqtvj" icnngt{" cs soon 
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possible. On the 20 April (no year given) North wrote to Hooker about the pending 
adjustments to the hanging of her pictures within the North gallery. North was clearly 
uvknn" ocmkpi" yqtmu" hqt" vjg" urceg." dgecwug" ujg" cumu" Jqqmgt" Ò]y_qwnf" kv" jwtv" vjcv"
Deudrobium Superba to spend a day in my studio? If it came in a tin box? I can make 
room for a couple of orchids in weeding out the smaller top pictures, I should enjoy 
painting them, but the greenhouse is too sloppy in the morning, & too crowded in the 
afternoon-if there was a quiet corner there I would come to them please say no if it is 
dguv" hqt" vjg" rncpvuÓ" ]Pqtvj" 3::4-1938 MN/2/3 North Gallery Letters]. This 
fqewogpvct{"gxkfgpeg"dtkpiu"PqtvjÓu"uwrrqugf"uekgpvkhke"qdlgevkxkv{"xgt{"owej" kpvq"
question. It makes clear that North was not and could not be so rigorous in insisting 
wrqp" gzcev" kphqtocvkqp" cpf" gzcev" fgrkevkqp." fgurkvg" kortqxgogpvu" kp" Òincuujqwug"
construction and heating in the earlier part and middle of the nineteenth egpvwt{Ó="
kortqxgogpvu"vjcv"Òmade possible the successful cultivation of plants from the warm 
oqkuv"vtqrkeuÓ"hqt"Òvjg"rtqducvkqp"qh"hkpg"dqqmuÓ"]U{pig"3;;2: p.75_0"PqtvjÓu"uejgfwng"
in completing the paintings for her gallery may have pushed her towards the 
borrowing and copying of images made by others. At the time, North requested loans 
qh" eqnqwtgf" rckpvkpiu" cpf1qt" rtkpvu" htqo"Mgy." uwej" cu" vjcv" qh" vjg" Òqtcpig"FwvwtcÓ"
cited in a letter on the second of March. North also enquired about images of a 
ÒFcjnkc"PwrgtkcnuÓ"cpf" Òtgf"Egtkqwud{"Urgeukqukuuk"ecevwuÓ0" Kp"jgt" tgswguv" ngvvgt" ujg"
cfokvu"vjcv"ujg"ycu"Òkp"c"itgcv"jwtt{Ó0"Qp"vjg"hqwtvj"qh"Octej."Pqtvj"ugpv a thank you 
letter to Kew for letting her have a number of flower drawings, adding that she also 
ycpvgf"c"Òyjkvg"vkitkfkc"vqqÓ"cpf"cumkpi"kh"Òkv"had dggp"ftcyp"cp{yjgtgÓ0"Kp"vjg"ucog"
ngvvgt"Pqtvj"ytkvgu"qh"Òc"rqvcvq"hnqygtÓ"cffkpi"Ò{qw"pggf"pqv"vtqwdng"cdqwv"vjcv."K"ecp"
igv" c" eqr{"qwv" qh"Igttcfu" jgtdcnÓ" [North 1882-1883: Letters to Hemsley Vol 2.c.]. 
PqtvjÓu"gpfgcxqwtu"engctn{" tgnkgf"wrqn her good relationship with Kew Garden and 
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their assistance with sample specimens, illustrations and perhaps even photographs 
[North 1882-1938: MN/1/4:Kew.North Gallery MF]. Sheffield argues that North did 
not use photographs, citing a letter to J.D. Duthkg" yjq" jcf" Òqhhgtgf" vq" ugpf" jgt"
rjqvqitcrju" cpf" pcvkxg" ftcykpiu" vq" gcug" jgt" yqtmÓ" vq" yjkej" Pqtvj" tgrnkgf" Òvjcv"
although such items were most excellent in their way [they] would be of little use to 
me, as I have my own way of doing things & only care to paipv" htqo" pcvwtgÓ"
[Sheffield 2001: p.97]. Clearly such high-mindedness was set aside during the 
completion of the North gallery and it may well have been the case that North wished 
to conceal her actual working methods in order to preserve her image as an objective 
painter of the truth in situ. 
In a letter to Hemsley that refers to the naming of tree and plant specimens 
ykvjkp"jgt"icnngt{."Pqtvj"tghgtu"vq"jgt"rckpvkpiu"qh"Kpfkc."ytkvkpi."ÒK"ugpf"{qw"vjg"qnf"
photograph & two Indian sketches in answer to the last part of your note, thinking it 
better to give you such scraps, than the promise of paintings while I may never have 
vkog"vq"ocmgÓ"[North 1882-1883: Hemsley Letters, Vol 2.c.]. It is therefore plausible 
to think that North might have used photography to help mediate her paintings.  
Kp"PqtvjÓu"rckpvkpi 0355, Morning Glory, Nata [See figure 125], a living plant 
ku" tgrtgugpvgf" vjcv" crrgctu" vq" dg" kp" ukvw0" Kv" ku" tgokpkuegpv" qh" F¯tgtÓu" Nctig" Vwth."
sprawling as it does from edge to edge of the canvas almost trying to escape the 
frame. However, the painting contains strange applications of tone and shade and the 
colouration is off key. What is more, the placed highlights are sharp, similar in style 
and application to a painting that has been made with reference to a photograph. In his 
book, How to Draw Plants, Yguv"uvcvgu"vjcv"Òqpg"ujqwnf"dg"cyctg"qh"vjg"nkmgn{"ghhgevu"
qh"yqtmkpi" kp"fktgev" uwpnkijvÓ"yjgp" vcmkpi"rjqvqitcrju"qh"rncpvu." cu" Òfggr"ujcfqyu"
contrast over-strongly with the lighted surrounds, so that if exposure is correct for the 
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lighter portions, the shadows will appear on the print cu"kpfgekrjgtcdng"dncem"ctgcuÓ."
apf" Òkh" ujcfqygf"rctvu"ctg"eqttgevn{" gzrqugf"uwp-splashed pieces will be burnt into 
yjkvg"urnqfiguÓ"yjkej"fq"crrgct"qp"PqtvjÓu"rckpvkpi"qh"c"Morning Glory, Nata [West 
1999: pp.141-2]. Marion Arnold in South African art Peeling back the Petals, goes on 
to assert that when representing light, tone and shade in paint colour is usually 
gornq{gf"vq"Òcevkxcvg"ctgcu"qh"hqnkcig."vq"gorjcuk¦g"vjg"ukipkhicance of growth points 
and to convey surface undulationu" qp" ngcxgu" cpf" rgvcnuÓ" ]Ctpqnf" 4229< p.169]. 
PqtvjÓu" tgpfgtkpi" fqgu" pqv" eqphqto" vq" vjku" rtqvqeqn0" Uqog" ctgcu" ctg" vqq" uvctm" kp"
contrast to others. They do not appear natural, but partially bleached-out and thus 
awkward to the trained eye. In contrast to this line of argument, Sheffield considers, 
kp"cp"kfgcnk¦kpi"rcvej"qh"rwtrng"rtqug."vjcv"vjg"rckpvkpiÓu"uvctm"eqnqwt"eqpvtcuv"ecp"dg"
gzrnckpgf" d{" vjg" uwdlgev" dgkpi" dcvjgf" kp" Ògctn{" oqtpkpi" nkijvÓ" vjcv" ricks out the 
dapples qh" Òvjku" fgnkecvg" dnqqoÓ" ]Ujghhkgnf" 4223<" r0338_0" Jqempg{" uvcvgu" vjcv" Òkv" ku"
rgthgevn{"engctÓ"yjgp"ctvkuvu"jcxg"wugf"qrvkeu"fktgevn{"cpf"qvjgtu"jcxg"pqv."ukpeg"chvgt"
vjg"3722u."cnoquv"cnn"ctvkuvu"uggo"vq"jcxg"dggp"Òkphnwgpegf"d{"vjg"vqnalities, shading 
cpf"eqnqwtu" hqwpf" kp" vjg"qrvkecn"rtqlgevkqpÓ [Hockney 2006: p.17]. Those not using 
optics, he points out, are obvious to the eye insofar as their work is more laboured and 
more even in terms of its tonalities [Hockney 2006: p.17]. It might be added that 
North seems to have emphasised what Arnold refers to as the use of Òvjg"hcnn"qh"nkijv"
cpf"ujcfqy"etgcvgf"htqo"c"urgekhke" nkijv"uqwtegÓ"cpf"pqv"htqo"c"pcvwtcn" nkijv"uqwteg"
ukipkh{kpi"c"eqpegtp"ykvj"Òhqto"gzkuvkpi"wpfgt"igpgtcn"nkijv"eqpfkvkqns in non-specific 
vkogÓ"]Ctpqnf"4229<"r0169]. Even under tropical conditions, the play of light on form 
is rarely, if ever, as stark as North portrays it. In short, North would appear to have 
drawn upon the instantaneous qualities of the photograph rather than the outcomes of 
natural observation over time. 
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Hwtvjgt" vq" cnn" qh" vjku." vjg" htcokpi" qh" uqog" qh" PqtvjÓu" rckpvkpiu" uggo"
photographic in their delineation of the subject. In Kew Library Archives, many of 
PqtvjÓu"rckpvkpiu"jgnf"kp"ectghwnn{"uvqtgf"dqzgu"nook cropped like photographs. Body 
sections of elephants depicted in some of the paintings are cut off abruptly [See 
figure 126], uwiiguvkpi"enwou{"eqorqukvkqp"qp"PqtvjÓu"rctv"qt"rgtjcru."oqtg"nkmgn{."
the use of photographs as a visual reference. Often, the paintings display poor 
colouration that could be explained by the use of photography. Experiments with 
colour photography began as early as 1877 [Cadoche no date given]. Throughout the 
nineteenth century however most photographs were monochrome. Despite this 
limitation, monochrome photographs can still be used effectively to plan 
compositional layouts and provide information about the tonal modeling of forms. 
Uwej"rjqvqitcrju"cnuq" Òecrvwtg."c"eqorngvg" uvqt{Ó"qt" Ògxgp"cp" kpekfgpvÓ" vjcv"ecp"dg"
easily translated into paint [Bester 1999: p.143]. Sheffield states that the Victorians 
fkuewuugf"Òvjg"vtwvjhwnpguu"qh" kocigu"ecrvwtgf"qp"ecpxcu"qt"rncvguÓ0"Ecogtcu." kv"ycu"
ctiwgf."rtqfwegf" kocigu"ykvjqwv"ctvkuvu." vjwu"ecrvwtkpi"c" vtwvj" Òwpmpqyp" kp"ctvÓ0"C"
photograph, kv"ycu"dgnkgxgf"eqwnf"pqv" Ònkg." eqpegcn"qt"dg"okuwpfgtuvqqfÓ0"Vjku" vtwvj 
would have been invaluable to North and her work, since high art forms required an 
gfwecvgf." kpvgtrtgvcvkxg"g{g"cpf"jcpf"cpf" cu"Ujghhkgnf" uvcvgu"vjgug" kocigu" Òtgswktgf 
no skill to crecvgÓ" ]Ujghhkgnf" 4223<" r03;7_0" Eqpvtct{" vq" UjghhkgnfÓu" xkgy." vjgtg" ctg"
strong circumstantial grounds for believing that North might not only have used 
photographs in the making of her work but that she would also have felt the need to 
conceal that use.  
Ironically, North was reluctant for her own paintings to be copied by others. In 
her letters, North discusses formal questions and requests, often made to Joseph 
Hooker, about whether the public were permitted to take copies of her paintings, and 
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if so in what manner should a application be made [North 1882-1938: M/N/2/3 North 
Gallery Letters (134)]. Qpg"rctvkewnct"crrnkecpv"ycu"xgt{"Òcpzkqwu"vq"qdvckp"cp"qtfgt"
hqt" vyq" htkgpfuÓ" vq" eqr{" PqtvjÓu" yqtmu" hqt" vjg" Òrwtrqug" qh" uvwf{kpi" Dqvcp{Ó" cpf"
hoped that their application was not out of order0"JqqmgtÓu"tgurqpug"ycu"engct<"Pqtvj"
fkf" Òpqv" ykuj" jgt" rkevwtgu" eqrkgf" cv" rtgugpvÓ" [North 1882-1938: M/N/2/3 North 
Gallery Letters]. North did agree to later requests by friends as testified through a D. 
Jctf{Óu"crrnkection on the nineteenth of April 1886, which states that a Mrs. Gregory 
cpf"c"htkgpf"qh"PqtvjÓu"ykujgf"qpg"rctvkewnct"rainting to be copied by Hardy. North 
herself gave Hardy written permission, attesting to the personal nature of the 
transaction. In May of 1887, cpqvjgt"tgswguv"ecog"hqtyctf"vq"eqr{"PqtvjÓu"yqtm0"Qp"
this occasion there are no notes to indicate how this request was dealt with. On May 
13, 1887 North wrote to Dyer from her home in Alderley, about a request for one of 
her paintings of Darjeeling to be used as a frontispiece hqt"c"dqqm0"Pqtvj"ycu"Òjkijn{"
jqpqwtgf" (" fgnkijvgfÓ" dwv" gzrtguugf" vjcv" ujg" ycu" pqv" gpvktgn{" jcrr{" ykvj" vjg"
cguvjgvke"qwveqogu"qh"jgt"yqtm"uvcvkpi"ÒK"fq"pqv"ykuj"o{"dcf"yqtm"vq"dg"eqrkgf"]È_"
d{" gxgp" yqtug" rckpvgtu" vjcp" o{ugnhÓ"  [North 1882-1938: M/N/2/3 North Gallery 
Letters (140)].  
Julia Margaret Cameron (1815-1879), photographed North during a visit to her 
Sri Lankan (Ceylon) home in 1876, and 1877. Cameron appears to have started taking 
rjqvqitcrju" kp" 3:5;." cpf" vjgtg" ctg" c" ÒjcnhÎdo¦gp" qt" uq" cndwou" qh" rtkpvuÓ" vjcv"
Ecogtqp." Òcuugodngf" cpf"rtgugpvgf" vq" xctkqwu"ogodgtu" qh" jgt" hcokn{" cpf" htkgpfuÓ"
dghqtg" 3:86＿c" fcvg" qhvgp" cuuwogf" vq" dg" vjg" uvctvkpi" rqkpv" qh" EcogtqpÓu"
photographic exploits [Ford 2003: p.78]. Pqtvj." uvcvgf" vjcv." ÒK" jcf" nqpi known her 
inqtkqwu"rjqvqitcrju."dwv"jcf"pgxgt"ogv"jgtÓ"cpf"vjcv"Ò]u_jg"jcf"ugpv"og"ocp{"ycto"
invitations to come when shg"jgctf"K"ycu" kp"Eg{nqpÓ [Sri Lanka] [Ford 2003: p.78]. 
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North described the Cameron house as standing upon a small hill that was then 
Òjutting out into the great river which ran into the sea a quarter of a mile below the 
jqwugÓ0"Ceeqtfkpi" vq"Pqtvj." kv"ycu"uwttqwpfgf"d{" ÒcocaÎnuts, casuarinas, mangoes, 
and breadfruit trees; tame rabbits, squirrels, and mynah Î birds ran in and out without 
vjg" unkijvguv" hgct."yjkng"c" dgcwvkhwn" uvci"iwctfgf"vjg"gpvtcpeg="oqpmg{u" ]È_"cpf"cnn"
sorts of fowls wgtg"qwvukfgÓ"]Hqtf 2003: p .79]. North also described the walls of the 
room as dgkpi"eqxgtgf"ykvj" Òocipkhkegpv"rjqvqitcrjuÓ"yjkng"qvjgtu"ygtg" Òvwodnkpi"
abowv" vjg" vcdngu." ejcktu." cpf" hnqqtuÓ"ykvj" Òswcpvkvkgu" qh" fcor" dqqmu." cnl untidy and 
rkevwtguswgÓ" ]Pqtvj" 3:;4c< p.537_0" PqtvjÓu" ukuvgt" Ecvjgtkpg" ytqvg" qh" jgt" dtkpikpi"
photographic material back to the UK after spending vkog"cv"EcogtqpÓu"jqog."]Pqtvj"
1893: p.315] alongside sketches and pictures that may not all have been made by her. 
North made a number of paintings at the Cameron house and at the time of her visit, 
Cameron was taking photographic portraits of Tamil workers, including A Group of 
Peasants and A Group of Kalkutra Peasants of between 1875-9. Cameron had 
rtgxkqwun{" vcmgp"rjqvqitcrjuÓ" qh" nqecn"yqtmgtu." kp"Gpincpf." dwv" ceeqtfkpi" vq"Eqnkp"
Ford in Julia Margaret Cameron: Nineteenth Century Photographer of Genius, the 
Òuwpnkijv" kp" Eg{nqp [Sri Lanka] was consistently brighter than in even the 
southernmost part of England and this inevitably meant that she was able to use 
shorter exposure time. Therefore, her sitters did not have to keep still for such a 
Òrwpkujkpin{"nqpi"c"vkogÓ"cpf"cu"c"tguwnv"Òvjg"rkevwtes are rencvkxgn{"ujctrn{"hqewugfÓ"
[Ford 2003: p.78]. 
In the North gallery there is a pair of paintings 240, Uqog"qh"Otu0"EcogtqpÓu"
Models, with Cocoanut and Teak Trees, Kalutara, Ceylon (Sri Lanka) [See figure 
127], which represent a view of a river with tall trees near its banks looking out from 
the verandah of a house. In painting 248, Dqodc{" Rgfnctu" qp" Otu0" EcogtqpÓu"
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Verandah, Kalutara, Ceylon (Sri Lanka) [See figure 128], Indian peddlers sit upon a 
lawn in front of the Cameron house making the appearance of selling silk scarves. 
There is a tiled verandah roof with Greek styled pillars framing the garden, which 
appears to be set on a hill looking down to a river. The view of the garden and river is 
the same in both paintings 240 and 248, but in painting 240 the house roof and pillars 
have been replaced with trees, and there are no peddlers present. This suggests that 
North may have used a photograph as a starting point for both paintings creating an 
image upon which could be elaborated upon imaginatively. In painting 240, low-
grade foliage is present, along with fauna in the form of two rabbits and a deer. A 
local boy is also present walking in front of the vista carrying an urn in a Greek 
manner. The stance of the boy depicted in the pair of paintings is similar to that of one 
captured standing next to North in a photograph of her taken by Cameron [See figure 
129]. 
In a series of photographs by Kew Garden photographer, Andy McRob, taken 
while on assignment to catalogue and confirm some of the sites and vistas present in 
PqtvjÓu"rckpvkpiu." kpenwfkpi"kp"Lcockec."Vcuocpkc"cpf"Utk"Ncpmc."OeTqd"hqwpf"vjcv"
the vistas were in fact similar, if not the same, as the paintings back in the North 
gallery at Kew. However, aspects of the visual information presentgf" kp"PqtvjÓu"Utk"
Lankan paintings did not conform exactly to photographs taken at the old Cameron 
residence [McRob 2007]. McRob took photographs all around the Cameron residence 
and tried to take shots of the river view from the back of the house. However, the 
view was obscured by the progressive growth of rubber trees over the years. 
Furthermore, the pillars on the verandah, at the back of the house did not marry with 
the ones depicted by North in painting 248 [McRob 2007]. McRob could only find 
pillars fitting into a round-square-tqwpf" hqtocv." yjkng" cnn" qh" vjg" rknnctu" kp" PqtvjÓu"
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painting were round. McRob checked the whole of the house but only found the same 
round-square-tqwpf" rknnct" hqtocv0" Kp" PqtvjÓu" rckpvkpi" c" vkngf" tqqh" ceeqorcpkgu" vjg"
pillars of the house, but at the house itself it is a stone archway that accompanies the 
pillars. The only area that did have a tiled roof was a series of buildings at the back of 
vjg"jqwug."yjkej"crrgctgf"vq"jcxg"dggp"gkvjgt"ugtxcpvuÓ"swctvgtu"qt"wvknkv{"tqqou="cpf"
the rknnctu"rjqvqitcrjgf"vjgtg"ygtg"uswctg0"Kp"PqtvjÓu"rckpvkpi, pillars are depicted on 
the right side of the painting. The only three pillars that North could have depicted in 
this way are on the front porch of the house, and these pillars are situated on the left 
side of the porch [McRob 2007]. Because the house is positioned upon a hill, it did 
comply with the view in the Verandah painting. It was also evident that the view from 
the back of the Cameron house corresponded with the river view directly behind the 
vegetation both in paintings 240 and 248 [McRob 2007]. All of this field observation 
kpfkecvgu"vjcv"PqtvjÓu"rckpvkpiu"cv"vjg"Ecogtqp"jqwug"ygtg"pqv"eqorngvgf"fktgevn{"kp"
front of the motif, but where assembled from differing viewpoints. 
The presence oh"xctkqwu"xkgyrqkpvu"kp"PqtvjÓu"vjtgg"rckpvkpiu"kpfkecvgu"vjcv"ujg"
was quite capable of combining differing bits of visual information. Painting 240 is 
almost identical to painting 248 and the flora depicted along with the view of the river 
is the same, thereby suggesting that it was of the same view. However, North appears 
to have replaced the pillars in 248 with large trees in 240, using their round trunks as 
visual surrogates for the pillars that appear in 248. The innumerable photographic 
prints at the Cameron house, and four portraits taken of North by Cameron in January 
1877 [Ford 2003: p.79_" eqwnf" jcxg" dggp" wugf" vq" kphqto" PqtvjÓu" rckpvkpiu0" Kp" vjg"
portrait of North with a servant boy there are round pillars similar to those in painting 
248 by North. While they do not comply with the actual pillars McRob witnessed at 
the back of the house [McRob 2007] they are in the same configuration as those in the 
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painting. Ford states that Cameron made this study of North, at work at her easel on 
the terrace of the EcogtqpÓu" jqwug" ]Hqtf"4225<"p.79]. He also states that Cameron, 
wrqp"PqtvjÓu"xkukv."ycu"kpurktgf"vq"rtqfweg"jgt"Òpgctguv"rjqvqitcrj"vq"c"ncpfuecrgÓ"kp"
Òc"itqwr"qh"guvcvg"yqtmgtu"*qt"rquukdn{"kvkpgtcpv"rgffngtu+"enqug"vq"the verandah of her 
jqogÓ"]Hqtf"4223: p.9;_0"Pqtvj"ocfg"c"tghgtgpeg"vq"EcogtqpÓu"rjqvqitcrjke"uvwfkgu"
of local people [Ford 2003: p.78] an example of this body of work can be witnessed in 
her portrait of A Group of Kalutara Peasants of 1878 [See figure 130]. According to 
North, Cameron took a fancy to one local man through photographic studies she had 
taken of him and retained the man as a gardener despite there being no garden [North 
1892a: p.315]. As a formation of three, the pillars in the Cameron photograph form a 
perspectival view, with North at an easel poised, brush in hand, and ready to paint. A 
local boy is in his own clothing and holds an urn. There is also a small window to the 
back of North, with shutters, and the structure of the building is not grand. It appears 
to be a domestic building with a window to a small guest room perhaps. The vista in 
the picture is unreadable, but some vegetation is present and there appears to be a 
large tree. Other than this all of the elements in the Cameron photographs correspond 
to the three Sri Lankan paintings by North. The tiled roof depicted by North in her 
paintings could then be that to the servant quarters, or utility rooms, at the back of the 
main house. 
It is, therefore plausible that North combined painting of actual views with 
images appropriated from photographs, utilising appropriated imagery to make a 
eqorqukvg" kocig" qh" vjg" Ecogtqp" xgtcpfcj0" PqtvjÓu" wug" qh" c" eqorqukvkqpcn"
cttcpigogpv"kp"jgt"rckpvkpiu"ukoknct"vq"vjcv"qh"EcogtqpÓu"rjqvqitcrjke"rqtvtckv"qh"jgt."
complies with this theory, particularly since neither assuredly represents a view at the 
rear of the Cameron house. The view of the river that appears in the North paintings 
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would appear to have been set far to the right of the view in the photograph. The 
peddlers are therefore placed into an imaginary space in the painting as they hover 
between the ground space of the lawn, and the floor of the building. The application 
of this kind of perspective being used indicates Òpqv"vjg"ukvwcvkqp"qh" vjg"qdlgevu."dwv"
the situation of the srgevcvqtÓ"]Jqempg{"4228<"r0196].49 
In North America, wagons and mules were used to transport photographic 
equipment, as part of the production of Landscape photography. Moreover, 
Photographs have been collected historically, by botanists, as archival photographs of 
flora in the Economic Botany Collection at Kew dating back to 1830s. This huge 
collection contains thousands of images made specifically for Government 
commissions and the production of postcards for the British Empire [Kay 2007]. 
Within the collection there are countless photographs taken by botanists in support of 
their research. One of these photographs, taken by a James Bickwill between 1875 
                                               
49 During the interview with McRob conducted for this study, McRob questioned the veracity of the 
view represented by North at the Cameron house. During the interview a visual comparison of 
OeTqdÓu"rjqvqitcrju"cpf"PqtvjÓu"rckpvkpiu"ycu"ocfg0"Kv"ycu"concluded that because the house was 
positioned upon a hill it was possible that the view from the back of the house was the one represented 
in PqtvjÓu"rckpvkpiu0"Vjg"kpenwukqp"qh"rgffngtu"kp"PqtvjÓu"rckpvkpi."fqgu"uwiiguv"vjcv"Pqtvj"vqqm"c"xkgy"
from the back of the house, as peddlers were never usually allowed to sit on the front lawns of colonial 
homes. McRob had wanted to go through the forest of rubber trees to investigate further, and to try and 
get a clear photograph of the possible view of the river at ground level, but was put off by the presence 
of cobra snakes in the undergrowth. McRob went to the extreme of climbing onto the rooftops of the 
dwknfkpiu"kp"qtfgt"vq"igv"c"dgvvgt"xkgy"qh"vjg"tkxgt"htqo"vjg"jqwug0"Kp"vjku"yc{"jg"jqrgf"vq"rwv"PqtvjÓu"
paintings into context, but felt it was still impossible to do so because of the intervening vegetation. 
OeTqd"swguvkqpgf"PqtvjÓu"Utk"Ncpmcp"rckpvkngs of the Cameron house chiefly because other vistas 
rckpvgf"d{"Pqtvj"jcf"dggp"xkuwcnn{"eqttgev"kp"vjgkt"fgrkevkqpu0"PqtvjÓu"tgrwvcvkqp"ycu, after all, based 
on supposedly truthful rendering. McRob concluded that North appeared to have combined three 
separate viewpoints to make her Cameron house paintings. While leaving on the train, McRob saw, in 
rcuukpi."c"uvcvkqpocuvgtÓu"jqwug"vjcv"jg"dgnkgxgu"eqwnf"jcxg"ikxgp"c"rquukdng"xkgy"qh"vjg"tkxgt"[McRob 
2007]. The final possibility was the inclusion of the tilef"tqqh"htqo"vjg"ugtxcpvuÓ"dwknfkpi."cv"vjg"dcem"
of the house. McRob was asked if he thought photography might have used to make a montage. North 
was after all a guest of Julia Octictgv"Ecogtqp"cv"vjg"vkog."qpg"qh"vjg"yqtnfÓu"ngcfkpi"rjqvqitcrjgtu"
of the day. McRob thought not, as wet plates were used by photographers at that time, which were time 
consuming. He gave the example of people having to stand still for long periods of time, while being 
photographed. McRob was asked if he thought that North, may have used photographs on other 
occasions to produce her work and if they could have come in the form of images taken by others, or as 
photographic picture post cards. McRob did not think this was possible either, as it would have taken a 
wagon to carry the camera equipment, and believes this was not plausible for the times in which North 
was painting, as sketching was more effective. McRob was also asked if there were, to his knowledge, 
any photographs in Kew archives taken at the time North was traveling and painting, he believed there 
were none [McRob 2007]. 
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and 1887, depicts an Assam tea plant, showing the form of the plant in such sharp 
detail that it could quite easily have been used to inform sketches, in relation to line 
cpf"vgzvwtg0"Kp"MgyÓu"Jgtdctkwo."rjqvqitcrju"qh"rncpvu"ctg"cvvcejgf"vq"ngvvgtu"rtkpvgf"
on very thin paper dating from as early as 1840. These images are plant portraits. 
They are kept alongside dry specimens accompanied by details of the location where 
the plant was found. There are also photographs related to specialist horticulture that 
were commissioned for Kew by both William, and Joseph Hooker [Kay 2007]. A 
photograph taken by Joseph Hooker is kept within the C wing of the Economic 
Botany photographic collection at Kew [Kay 2007]. The photograph, which depicts a 
barrel cactus, ferocactus cylindraceus assp lecontei [See figure 131], was taken in 
1861 while Hooker was on a field trip to South Utah in the USA. The photograph 
shows cacti in a desert landscape with two horses. Two men are present in the 
background of the image alongside a carriage/wagon probably used to carrying the 
ecogtc"gswkrogpv"cu"ygnn"cu"JqqmgtÓu"hkgnf"vqqnu0"Rckpving 0185, of Vegetation of the 
Desert of Arizona, by North, depicts a desert in America and cacti that are similar in 
crrgctcpeg"vq"vjg"Jqqmgt"rjqvqitcrj0"JqqmgtÓu"cndwogp"rtkpv"qh"Wvcj"cacti, a well 
composed, clear depiction of a landscape and its flora made available at Kew 
Museum for public use [Kay 2007], could have been accessed for the making of 
specialist drawings.
50
  
Cpqvjgt"rjqvqitcrj."vcmgp"cv"vjg"ucog"vkog"cu"JqqmgtÓu"d{"c"Lcogu"Ejcrocp"
(1831-3:94+." ujqyu" cp" cnoquv" kfgpvkecn" eqorqukvkqp" vq" JqqmgtÓs, and resembles a 
ycvgteqnqwt"hkgnf"umgvej"kp"MgyÓu"eqnngevkqp"d{"vjg"ctvkuv"Vjqocu"Dckpgu."yjkej"ycu"
                                               
50 McRob is correct in his assumption that early photographers would have had to haul photographic 
equipment around in a wagon kp"qtfgt"vq"vcmg"c"hkgnf"rjqvqitcrj0"OeTqdÓu"cuuertion that North did not 
participate in the actual photographing of landscapes could be upheld on the basis that there was an 
already fiercely competitive colonial photographic market. North would merely have had to acquire 
photographs from others. North did have photographic material to send to Hemsley. This raises the 
question of whether North employed a photographer or did, indeed, take some images herself. 
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painted on December 29, 1861. Baines, and Chapman worked together in South 
Africa, and both produced published works related to their travels, Baines in South 
West Africa in 1864, and Chapman in the African Interior in 1868, which included a 
joint exploration of the Zambezi [Kay 2007]. 
Pwogtqwu" Òvisual images on their journey to the Victoria Falls came in the 
manner of sketches by Baines and photographs by Chapman, who personally 
managed to produce about 200 glass plate photographs, making him one of the 
earliest European explorer Î photographers in the interior of southern Africa, while 
Baines produced a number of sketches and paintings as a result of the gzrgfkvkqpÓ"
[Bester 1999: p.137]. EjcrocpÓu" cvvgorvu" cv" ocmkpi" rjqvqitcrjke" kocigu" qh" vjg"
Xkevqtkc" Hcnnu" hckngf0" Dwv" Dckpgu" ycu" Òcdng" vq" ocmg" ÒocipkhkegpvÓ" umgvejguÓ" cpf"
Òtgrtgugpvgf" vjg" hkpcn" cpf" wnvkocvg" hcknwtg" qh" EjcrocpÓu" rjqvqitcrjke"yqtm" qp" vjg"
expefkvkqpÓ" ]Bester 1999: p.141]. Nevertheless, Photographs were being taken in an 
assortment of awkward locations during the Victorian period alongside the making of 
paintings.  
PqtvjÓu" yqtmu" qh" c" eqorqukvg" pcvwtg" ujqwnf" rgtjcru" dg" vtgcvgf" cu" rckpvkpi"
rather than as scientific-botanical illustration, since they depart markedly from any 
yjqnn{" qdlgevkxg" gpicigogpv" ykvj" pcvwtg0" PqtvjÓu" rckpvkpiu" ctg" nkmg" rjqvqitcrju"
insofar as they place the viewer in a certain relationship with the world that enables 
the viewer to accept what they depict as real. But this in the end is a conceit. At the 
same time, they are paintings whose mixing of means would only be openly 
acknowledged as art during the twentieth egpvwt{0" Tgegpv" tguvqtcvkqp" qh" PqtvjÓu"
paintings reveals that the actual painting surfaces contain fragments of foliage from 
her travels [Farley 2010]. However, this is not proof that North painted her pictures 
entirely in situ or in front of the motif at all, since there is always the possibility of 
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cross contaminatiop" cu" PqtvjÓu" rckpvkpiu" ocvgtkcnu" yqwnf" oquv" nkmgn{" jcxg" dggp"
contained in a traveling companion set or in her portmanteau. The evidence does not 
twng"qwv"vjg"rquukdknkv{"vjcv"PqtvjÓu"rckpvkpiu"oc{"jcxg"dggp"uvctvgf" kp"qpg" nqecvkqp"
and finished in another. Or that they were initiated in the field and then embellished, 
perhaps with appropriated images, from other sources.  
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Chapter Seven 
 
PqtvjÓu"Tgncvkqpujkr"vq"Fctykpkcp"Uekgpeg"cpf"Gpxktqpogpvcn"Ejcpig 
 
 
Vjg"qtfgtu"qh"pcvwtcn"jkuvqt{"cpf"pcvwtcn"rjknquqrj{＿vjcv"yqwnf"ncvgt"dg"Òfghkpgf"cu"
vjg" tgcno" qh" rj{ukeuÓ＿jcf" initially dggp" Ò]f_tkxgp" d{" ]c_" fguktg" vq" wpkvg" ocp" cpf"
pcvwtg" wpfgt" IqfÓ" ]Roscoe Jctvkicp" 4229<" r088_0" UekgpegÓu" kpetgcukpin{" cvjgkuvke"
tendencigu."rctvkewnctn{" kp" vjg"ycmg"qh"Fctykp."qxgtytqvg" vjcv"fguktg0" "PqtvjÓu"qyp"
connections to science did not come about simply because of a wish to carry out 
empirical investigation, however. They also grew out of accessibility to science via 
middle-class lidgtcn" vjkpmkpi" cpf" kvu" rctvkewnct" Òcrrnkecvkqpu" qh" eqooqp" ugpugÓ"
]QÓIqtocp" 4222<" r036;_0" Cu" c" eqpugswgpeg." Pqtvj" ycu" cdng" vq" nqqm" dg{qpf" vjg"
conventions of quasi-science. 
The development of science and manufacture, that enabled the Industrial 
Revolution, created concerns within liberal bourgeois society. According to Hoozee 
kp" jku" ejcrvgt" ÒQdugtxcvkqp" qh" NcpfuecrgÓ." in British  Vision, during the early 
nineteenth-century artists such as John Constable (1776-1837), and David Lucas 
(1802-81) harboured personal concerns with regard to the impact of industrialisation 
on the rural landscape. With both men fkurnc{kpi"cp"Òkppgt"fkuvtguu"cpf"vwtoqknÓ"cdqwv"
the new modern life [Hoozee 2007b: p.184]. The Napoleonic wars had caused a 
recession and Lucas noted that Suffolk rural workers had became restless because of 
vjku" cpf" vjg" pgyn{" kpvtqfwegf" Òogejcpk¦cvkqp" qp" vjg" hctouÓ0"Nwecu" cnuq" Òhgctgf" vjg"
ways from liberal measures like the 1832 reform bill, the first step towards creating 
democrcvke" xqvkpi" rtqegfwtguÓ" cpf" jg" brooded qxgt" Òvjg" fgeline of vjg" ejwtejÓ"
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[Hoozee 2007b: p.184]. Vjgug"ejcpigu"qh"Òuqekcn" ukipkhkecpegÓ"ygtg"cnuq"cvvcejgf"vq"
nature across the globe within the context of colonialist expansion, not only by the 
British, but the Spanish, Portuguese, French, cpf"Fwvej0"D{"vjg"Òncvg"gkijvggpvj"cpf"
gctn{" pkpgvggpvj" egpvwt{." gpxktqpogpvcn" cpzkgvkgu" cpf" rqnkekguÓ" itgy." cpf" ygtg"
articulated by the application of philosophical cu"ygnn"cu"Òrtcevkecn"eqpegrvuÓ"]Itqxgu"
2002: pp.49-50].  
Vjg" Òhktuv" ]È_" crrgctcpeg" qh" oknnu." okpgu" cpf" hwtpceguÓ" ygtg" qhvgp" kp"
Òoqwpvckpqwu" ctgcu" qh" vjg" Dtkvkuj" KunguÓ" uwej" cu" Etqohqtf." pgct" Ocvnqem" kp"
Derbyshire. These changes to the countryside were easily associated with current late 
eighteenth and early nineteenth-century preoccupations with the sublime [Gage 2007: 
p.38]. Moreover, they were associated, not least through the work of the painter 
Joseph Wright of Derby (1734-1797), with aspects of classical mythology. Because of 
this, many tourists deliberately underwent discomfort, for a visit to a furnace or a 
mine vjcv" ycu" dgkpi" rcuugf" qhh" cu" rctv" qh" c" tgeqnngevkqp" qh" Òcpekent or modern 
o{vjqnqi{Ó"]Icig 2007: p.38]. Chambers dissertation on oriental gardening of 1772, 
kocikpgf" vjcv" vjg" Ejkpgug" eqpegcngf" Òcavities, on the summits of the highest 
oqwpvckpuÓ" eqpvckpkpi" Òhqwpftkgu." nkogÎkilns, and glass-wqtmuÓ." cpf" vjcv" vjgug"
billowed thick smoke, giving one the impression that the mountains echoed the 
sublimity of volcanoes since they were also accompanied by a large flames [Gage 
2007: p.38]. The painter Philippe-Jacques de Loutherbourg, (1740-1812) painted Iron 
Works, Coalbrookedale in 1805 [See figure 132], yjkej" ocmgu" wug" qh" Òvjgcvtkecn"
ghhgevÓ"cu"ygnn"cu"encuukecn"uv{ng"cpf"rtqrqtvkqp"vq"fgrkev"c"Òurgevcewnct"kpfwuvtkcn"ukvgÓ"
with its new factories and glowing fires. John Sell Cotman (1782-1842), the 
watercolourist, also painted Coalbrookedale, [Barringer 2007: pp.77-78] which 
depicts the smudgy atmosphere created by the chimneys which visitors were attracted 
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vq"dgecwug"qh" vjg"xgt{"eqpvtcuv"dgvyggp"Òvjg"pcvwtcn"dgcwv{"qh" vjg" ncpfuecrg"cpf"vjg"
sublimg" jqttqt" qh" kpfwuvt{Ó" ]Dcttkpigt 2007: pp.78] [See figure 133]. Turner 
demonstrated a profound fascination for scientific and industrial innovation showing 
unnaturally coloured skies due to the impact that industrial pollution had on the 
weather. [Gage. 2007: p.39].  
During the later nineteenth century, North also had concerns with regard to 
environmental change. These concerns stemmed from her personal experience and 
mpqyngfig"qh"vjg"Dtkvkuj"ncpfuecrgÓu"Òwprtgegfgpvgf"ycxg"qh"Kpfwuvtkcn"fgxgnqrogpvÓ"
as a result of the invention of steam power, which North had observed on travels with 
her family as a young woman. As a result of her travels, North would have been 
aware of the octmgf"fkhhgtgpegu"dgvyggp" Òvqypu"cpf"ekvkgu"qh" vjg"Okflands and the 
PqtvjÓ"]Icig"4229: p.37]. North wrote of the industrial changes within the North of 
England, comparing it unfavourably to unpolluted Norfolk. Gawthorpe, Lancashire, 
set in the North west of England, belonged to her step-ukuvgt"LcpgvÓu"hcokn{. and North 
recalled the nearby river Calder dgkpi"Òurqknv"d{"vjg"pwodgtu"qh"hcevqtkguÓ"vjcv"vjtgy"
Òvjgkt" uwtrnwu" f{guÓ" kpvq" kv" ejcpikpi" vjg" eqnqwt" qh" kvu"ycvgt" vq" Òqtcpig" vq" uectngv" qt"
rwtrngÓ"]Pqtvj"3:;4c<"r0:_051  
By the nineteenth century trees had become a vital part of British mercantile 
gzrcpukqp0"ÒGpinkuj"Qcm"ycu"guugpvkcn"vq"ujkrdwknfkpi"cpf"vjgtghqtg"korqtvcpv"vq"vjg"
fghgpeg"qh"DtkvckpÓu"itqykpi"Gorire and its commerce [Gage 2007: p.45]. During the 
French wars, and up until 1815 there was a fostering and appreciation of British 
woodlands."yjkej"dgicp." nctign{."dgecwug"qh"c" vjgp." Òwtigpv"pggf" hqt" vkodgtÓ"]Icig"
                                               
51 According to Groves writing in Green Imperialism, during the late eighteenth and early nineteenth 
egpvwt{." Òcguvjgvkeu" cpf" oqtcn" etkvkswguÓ were made in relation to industrialization in England. 
Oqtgqxgt" Ò]e_" jcpigu" kp" vjg" uqekcn" ukipkhkecpeg" cvvcejgf" vq" pcvwtgÓ" vqqm" rnceg"ykvjkp" vjg" eqpvgzv" qh"
colonial expansion and owed its late eighteenth and early nineteenth century environmental anxieties 
and rqnkeguÓ" vq" vjg" hqwpfcvkqp" qh" Rjknquqrjkecn" cu" ygnn" cu" rtcevkecn" eqpegrvu which were fully 
developed by the mid eighteenth century [Groves 1995: pp.49-50]. 
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2007: p.45]. Representations of trees became very characteristic of British art and 
during the early eighteenth century Constable excelled, in his Study of the Trunk of an 
Elm Tree (c.1820-23) [See figure 134]. Fgrkevkqpu"qh"ukping"vtggu"dgeqog"c"Òtgrgtvqt{"
qh"ocp{"ctvkuvuÓ"cpf" kpfkxkfwcn" vtggu"ygtg"perceived to have had a relationship with 
both Pagan and Christian symbolism [Gage 2007: p.45]. Moreover, the appreciation 
of trees as a picturesque subject was part of the sublime landscape of many artists 
outside of Europe and the UK. In the US for example, the Hudson River School 
painter Asher B. Durand used techniques characteristic of European landscape 
painting to represent the internal forests qh" vjg" Cogtkecp" vgttckp" ]QÓVqqng" 4227<"
p.73]. 
PqtvjÓu" qyp" rckpvkpi" qh" vtggu"ycu" xgt{" owej" kp" mggrkpi"ykvj" cp established 
picturesque approach to the depiction of landscape. Trees were very important to 
North and her work, and she frequently mentioned their destruction and use as an 
industrial resource throughout her diaries. In Jamaica, during 1871-2, North cites the 
jctxguvkpi" qh" dcodqq" rncpvu" fguetkdkpi" jqy" vjg{" ygtg" Òetwujgf" cpf" ocfg" kpvq" a 
eqctug"mkpf"qh"rcrgtÓ0"Pqtvj"ncogpvgf this process because she believed no one cared 
about the destruction of these plants [Ponsonby 2002: p. 22]. 
The site at Kew, which Hooker originally identified for the building of the 
North gallery is situated behind the lodge house and would have involved the cutting 
fqyp"qh" uqog" vtggu0"Pqtvj"qdlgevgf." uvcvkpi" Ò{qw"yqwnf" ]È_" ewv" fqyp" uqog"pqdng"
trees who took some 80 years to grow- to make way for a building which will only 
vcmg"qpg" {gct" vq" itqy#" Ku" vjcv" hckt" qp" vjg" vtgguAÓ [North 1879-1876: MN/1/4: Kew. 
North Gallery MF]. North had already noted the colonial destruction of trees, on her 
gctn{"vtcxgnu"vq"vjg"WU"uvcvkpi"vjcv"Ò]k_v"dtqmg"qpgÓu"jgctv"vq"vjkpm"qh"ocp."vjg"ekxknkugt."
wasting treasures in a few years to which savages and animals had done no harm for 
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egpvwtkguÓ"]Jwzng{"4224: p.13]. North described the felling of the Wellingtonia tree or 
the vernacular big tree of California, which she painted on her travels there [See 
figure 135]. These trees often grew to 325ft high cpf"eqwnf"Òcuegtvckpgf"vq"dg"cdqwv"
3.522" {gctu" qnfÓ" ]Pqtvj" 3:9;-1876: MN/1/4: Kew. North Gallery MF]. Colonialist 
exploitation destroyed forests both for their wood and to clear the way for plantation. 
Kp"Vgpgtkhg"Pqtvj"tghgttgf"vq"vjku"fguvtwevkqp"uvcvkpi"vjcv"Òrcnou"cpf"qvjgt"vtggu"jcf"
dggp"engctgf"]È_"vq"ocmg"tqqo"hqt"vjg"win{"vgttcegu"qh"ecevk."itqyp"for the cochineal 
kpugev"vq"hggf"qpÓ"cpf"vjcv"Òvjg"tqvvkpi"rncpvu"nghv"wpdwtpgf"d{"nc¦{"ewnvkxcvqtuÓ"ecwugf"
fever amongst the locals [Sheffield 2001: p.132]. 
PqtvjÓu"hcuekpcvkqp"ykvj"vtggu"ku"tghngevgf"d{"vjg"xctkqwu"ucorngu"qh"yqqf"wugf"
to make up the dado in the North gallery, which, she stipulated, should be 
documented correctly. North insisted on the correct use of all the names of the woods 
rtgugpv" cpf" vjcv" vjgtg" ujqwnf" dg" pq" pcogu" Òwugf" d{" vjqug" yjq" mpqy" pq" urgnnkpiÓ"
[North 1882-1883: Hemsley Letters, Vqn" 40e0_0" Pqtvj" cnuq" eqoogpvgf" vjcv" Òoqtg"
gfwecvgf"yjkvg"kpxcfgtuÓ"jcf"pqv"gxgp"iqpg"vq"vjg"Òvtqwdng"qh"]È_"ikxkpi"vjgo"pcogu"
cv" cnnÓ" cpf" Òujqy" kp" vjcv" cv" ngcuv" cp" kphgtkqtkv{" vq" vjg" cdqtkikpguÓ" ]Pqtvj" 3::4-1883 
Hemsley: Letters, Vol 2.c.].  Even today, the woods present in the Borneo section of 
the dado still have no names, because they were not readily available to the 
eqpugtxcvkqp" vgco"cv" vjg" vkog"qh" vjg"Pqtvj" icnngt{Óu"oquv" tgegpv" tguvqtcvkqp0"Vjgug"
names will now only be catalogued but not placed upon the dado in keeping with 
present conservational standards [Farley 2011]. 
Cu"rtgxkqwun{" uvcvgf"PqtvjÓu"crrtqcej" vqyctf"rckpvkpi" ku"eqorctcdng" kp" uqog"
ways to that of the Pre-Raphaelite painter Ford Maddox Brown, and in particular 
DtqypÓu"An English Autumn Afternoon of 1852-55 [See figure 136], which depicts a 
xkgy" htqo" vjg" ctvkuvÓu" jqog" kp" Jcoruvgcf." Nqpfqp0" DtqypÓu" rckpvkpi" tgrtgugpvu"
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different, clearly identifiable types of trees and their foliage in manner that is not 
dissimilar in its attention to detakn"vq"PqtvjÓu"qyp"rckpvkpiu"qh"vtggu"*qt"hqt"vjcv"ocvvgt"
topographical works by Baines). Ruskin attacked this particular Maddox Brown 
rckpvkpi." fguetkdkpi" kv" cu" cp" Òwin{" uwdlgevÓ" ]Yqqfu" 4222<" r0:5_=" c" eqoogpv"
eqoogpuwtcvg" ykvj" TwumkpÓu" fkuokuucn" qh" vjg" qxgrabundant detail of scientific 
knnwuvtcvkqp0" Ocffqz" DtqypÓu" itggp" cpf" nwuj" Nqpfqp" ncpfuecrg" ku" etcoogf" ykvj"
detailed information with no smudgy inexactness present. This detail suggests that 
Brown may have adjusted his painting style in response to the then newly fashionable 
medium of photography, which at that time, with the exception of colour, captured 
place, line, and tonality, with a precision usually absent from painting. Maddox 
DtqypÓu" rckpvkpi" ku" kp" c" qxcn" hqtocv" ceeqooqfcvkpi" c" rcpqtcoke" xkgy" vjcv" could 
easily have been made with the assistance of a camera obscura or other optical device; 
especially since the distant views represented by the painting bring individual nuances 
of tree foliage into unexpectedly sharp focus. 
A similar depth of field effgev" ecp" dg" hqwpf" kp" tgncvkqp" vq" uqog" qh" PqtvjÓu"
paintings. In her paintings 0390, Xgigvcvkqp" qp" vjg" Uv0" LqjpÓu" Tkxgt." Mchhtctkc" (a 
picture she painted on her return home to the UK) [See figure 137], 0453, Yellow-
Wood Trees and Creepers in the Perie Bush [See figure 138], and 0470, Screw-Pines, 
Palms, Tree-Ferns, and Cinnamon Trees on the hills of Mahé [See figure 139], for 
example, North did not pull forward any one particular plant specimen, but instead 
decided to give each plant equal consideration. They are therefore placed into a 
compositional grouping and individually painted in such detail that botanists can 
Òkfgpvkh{"gcej"kpfkxkfwcn"vtggÓ"]Rqpuqpd{"4227d_0"PqtvjÓu"wvknkucvkqp"qh"vjku"rctvkewnct"
technique therefore enabled her to adapt her scientifically unorthodox style for 
botanical readings.  
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Vjg" quvgpukdn{" cocvgwtkuj" swcnkv{" qh" PqtvjÓu" vtgg" rckpvkpiu" eqwnf" gcukn{" dg"
misread as un-assured practice. North was trying to represent trees in detail as 
scientifically readable subject matter without the discrimination between forms 
usually employed by artistic landscape painters. Although by no means as skillful as 
Ocffqz"Dtqyp."vjku"crrtqcej"pgxgtvjgnguu"eqttgncvgu"ykvj"DtqypÓu"qyp"wug"qh"uocnn"
brushstrokes in rendering similar subject matter. In contrast tq" Ocffqz" DtqypÓu"
Jcoruvgcf"rckpvkpi."jqygxgt."PqtvjÓu"tgrtgugpvcvkqpu"qh" vtggu"fq"not have a central 
focus vjcv" cnnqyu" vjg" xkgygt" vq" dgeqog" Òrctv" qh" vjg" uegpgÓ" tcvjgt" vjcp" c" fgvcejgf 
spectator [Merleau Ponty 2006: pp.348-34;_0"Oqtgqxgt."PqtvjÓu" tgyqtmkpi" qf Pre-
Raphaelite style can be understood to adhere to the conventions of science insofar as 
she applied a system of objective size and shape that takes for granted what has to be 
explained kp" tgncvkqp" pqv" qpn{" vq" Òfgvgtokpcvg" uk¦gu" cpf" ujcrgÓ" dwv" cnuq" vgzvure 
through the use of mark making [Merleau Ponty 2006: pp.348-34;_0"PqtvjÓu"crrtqcej"
towards representation was a conventional choice rather than just a conveying of 
Òogpvcn" kociguÓ" vjcv"gpcdngf" jgt" vq"rnc{"ykvj" vjg" urceg"ujg" tgrtgugpvgf" kp"qtfgt" vq"
disalnqy" vjg" vtggu" vq" Òrtqitguukxgn{"fkokpkuj" kp" uk¦gÓ" ]Merleau Ponty 2006: pp.348-
349] as an artist might. North thereby deliberately disobeys the laws of art practice in 
relation to compositional shading and distance in order to display scientific exactness, 
thereby making her images appear rather strange from a conventional artistic point of 
view. 
PqtvjÓu" crrtqcej" vq" rckpvkpi" ecp" dg" wpfgtuvqqf" vq" gzvgpf"Ocffqz" DtqypÓu"
qyp" crrnkecvkqp" qh" pq" Òugpvkogpv." itcpfgwt" qt" fgeqtcvkxg" crrgcnÓ" ]Vtgpherz 2007: 
p.244]. Conversely, realist painters such as Ruskin and some of the Pre-Raphaelites 
incorporated some aspects of scientific drawing into their own practices, influenced 
by the science of the day. Indeed, these applications were extended in the UK through 
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the work of painters outside the immediate Pre-Raphaelite circle such as Christopher 
Dresser, (1834-1904) who introduced a stylized botanical drawing that was to become 
vjg"dcuku"qh"ÒFtguugtÓu"qyp"kpfwuvtkcn"rtcevkegu"cu"c"fgukipgt"cpf"ycu"cfxqecvgf"kp"jku"
teaching fot" vjg"iqxgtpogpvÓu" uejqqnu"qh"fgukipÓ and can be witnessed in his work, 
Demonstration Drawing of 1855 [See figure 140]. Whereby, Dtguugt" cpcn{ugf" Òvjg"
uvtwevwtg"qh"vjg"rctvu"qh"vjg"rncpv"cpf"hnqygt"cpf"vjgkt"hwpevkqpuÓ"cu"c"fgukipgt"tcvjgt"
than as a repliccvqt"qh"GjtgvÓu"uejgoc [Cruise 2011: p.182]. Even Ruskin, alongside 
John Brett (1831-1902) and Albert Moore (1841-1893), indulged in the correct 
application of flora in their paintings, with Ruskin advocating a form of botanical 
drawing that was not topological in its application, and yet adhered closely to natural 
appearances [Cruise 2011: pp.75-76]. 
North enjoyed a close friendship with the celebrated naturalist Charles Darwin 
(1809-1882). Towards the end of his life, Darwin asked his daughter, Mrs. Lichfield 
to invite North to come and meet with him because he wanted to see her but could not 
climb the stairs in her London home [Huxley 2002: p, 151]. North wrote of visiting 
FctykpÓu"jqog."Dtqong{"Eqooqp, describing it as sitting within a pretty village and 
cu" c" Òoquv" wprtgvgpvkqwu" qnf" jqwugÓ." yjgtg" Fctykp" Òwugf" vq" ycnm" wr" cpf" fqyp."
ytcrrgf"kp"vjg"itgcv"dqcvuocpÓu"enqcmÓ"yjkej"hgcvwtgu"kp"jku"rqtvtckv"d{"ÒLqjp"Eqnnkgt 
(1850-3;56+0"Pqtvj"uvcvgf"vjcv"jg"Òugnfqo"ygpv"hwtvjgt"hqt"gzgtekug."cpf"jctfn{"gxgt"
wgpv"cyc{"htqo"jqog<"cnn"jku"jgctv"ycu"vjgtg"cpf"kp"jku"yqtmÓ"]Pqtvj"3:;4d<"rr0436-
437_0"Pqtvj"cnuq"uvcvgf"vjcv"Ò]p_q"ocp"jcf"c"oqtg"rgthgev"jqog."ykhg."cpf"ejknftgp."
vjg{"nqxgf"jku"yqtm"cu"jg"fkfÓ."cpf"hqt"Òcnn"jku"itgcv"urktkv"jg"ycu"xgt{"owej"c"urqknv"
chknf"cpf"rtqwf"qh"jku"cigÓ"]Pqtvj"3:;4d<"r0437_="Pqtvj"uvcvgu"vjcv."dgecwug"qh" vjku."
Fctykp" Òuggogf" pq" qnfgt" vjcp" jku" ejknftgpÓ" dgecwug" jg" ycu" Òuq" hwnn" qh" hwp" cpf"
htgujpguuÓ0" Fwtkpi" PqtvjÓu" xkukv" Fctykp" Òucv" qp" vjg" itcuu" wpfgt" c" ujcf{" vtgg." cpf"
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talked delickqwun{"qp"gxgt{"uwdlgev"]È_"hqt"jqwtuÓ" kpenwfkpi"vjg"rckpvkpiu"Pqtvj"jcf"
made during her travels in Australia [North 1892b: p.215]. 
Fctykp" jcf" cfxkugf" Pqtvj" vq" xkukv" Cwuvtcnkc." uc{kpi" vjcv" ujg" Òqwijv" pqv" vq"
attempt any representation of the vegetation of tjg"yqtnfÓ" wpvkn" ujg" jcf" xkukvgf" vjg"
eqpvkpgpv." yjqug" qyp" xgigvcvkqp" ycu." Òwpnkmg" vjcv" qh cp{" qvjgt" eqwpvt{Ó" ]Jwzng{"
2002<" r0373_0"Ceeqtfkpi" vq"Pqtvj."FctykpÓu" tgcevkqp" vq" jgt" rckpvkpiu" ujqygf" Òkp" c"
few words how much more he knew about the subjects than anyone else, myself 
kpenwfgf." vjqwij"K"jcf"uggp"vjgo"cpf"jg"jcf"pqvÓ"]Pqtvj"3:;4<"r0437_0"Fgurkvg"vjku"
rqvgpvkcnn{"cymyctf"fkurnc{"qh"cwvjqtkv{."Pqtvj"cffgf"vjcv"Fctykp"uvknn"Òjcf"vjg"ctv"qh"
ocmkpi" qvjgtu" ujkpgÓ0" Kpfggf." Pqtvj" fguetkdgf" jko" cu" dgkpi" Òoquv" wpselfish and 
modest, and always trying to give others rather than himself the credit of his own 
great vjqwijvu" cpf" yqtmuÓ" ]Jwzng{" 4224: p.151]. On leaving the Darwin home, 
Darwin insisted on packing PqtvjÓu"Òumgvejgu"cpf"rwvvkpi"vjgo"kpvq"vjg"ecttkcig"ykvj"
his qyp"jcpfuÓ"gxgp"vjqwij"jg"ycu"ugxgpv{-four years old [North 1892b: p.215]. 
PqtvjÓu" nast meeting with Darwin was less than eight months before he died. 
Ceeqtfkpi" vq" Pqtvj." Fctykp" ycu" Òyqtmkpi" vknn" vjg" ncuv" coqpi" jku" hcokn{." nkxkpi"
always the same peaceful life in that quiet house, away from all the petty jealousies 
cpf"fkurwvgu"qh"nguugt"uekgpvkhke"ogpÓ"]Pqtvj"3:;4d<"r0437_0"Pqtvj"uckf"qh"Fctykp"vjcv"
jg"Òycu"vjg"qpg"rgtuqp"ujg"yqwnf"jcxg"nkmgf vq"qrgp"jgt"icnngt{Ó"]Oqqp"4224: p.238]. 
As if in memory of tjku"ykuj."PqtvjÓu"ukuvgt, Catherine, editor of her three volumes of 
diaries, included a personal letter Darwin had sent to North in the diaries. The letter, 
fcvgf"Cwiwuv"4."3::3."rgtvckpu"vq"FctykpÓu"crrtgekcvkqp"qh"PqtvjÓu"yqtm0"Kp"kv"Fctykp"
makes refereneg" vq"vjg"rncpv" ÒRaoulia eximia, a native of the middle Island of New 
Zealand, and allied to the GnaphaliumsÓ0" Fctykp" eqpenwfgu" vjcv" kv" okijv" dg" qh" vjg"
Òigpwu" RqtkvguÓ" cpf"ytkvgu" vqwejkpin{." ÒK" co" incf" vjcv" K" jcxg" uggp" {qwt" Cwuvtcnkcp"
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pictures, and it was gzvtgogn{"mkpf"qh"{qw"vq"dtkpi"vjgo"jgtgÓ"uvcvkpi" hwtvjgt"vjcv"ÒK"
am often able to call up with considerable vividness scenes in various countries which 
K"jcxg"uggpÓ."dwv"vjcv"vjg{"Òowuv"dg"c"ogtg"dcttgp"ycuvg"eqorctgf"ykvj"{qwt"okpfÓ0"
Darwin ended the letvgt"ykvj"ÒK"tgockp"fgct"Okuu0"Pqtvj"{qwtu."vtwn{"qdnkigfÓ"]Pqtvj"
1892b: p.216]. 
Kp" Lwpg" 3:7:." Ejctngu" FctykpÓu" vjgqt{" qh" gxqnwvkqp" ycu" cnoquv" wuwtrgf" d{"
Alfred Russel Wallace (1823-1913), who had by then independently produced an 
outline of his own ideas on evolution and natural selection; an outline which 
ceeqtfkpi" vq" Tc{" Fguoqpf." tgcf" nkmg" cp" cduvtcev" qh" FctykpÓu" qyp" yqtmÓ0" Vjg"
igqnqikuv"Ejctngu"N{gnn"eqpugswgpvn{"wtigf"Fctykp"Òvq"dg"vjg"hktuv" kp"rtkpvÓ"cpf"cu"c"
tguwnv"Fctykp"dgicp"vq"qticpkug"Òc"rngvjqtc of notes into chapters [while] pondering 
vjg"dguv"ogvjqf"qh"rwdnkecvkqpÓ0"Cu"Fguoqpf"fguetkdgu."Fctykp"ycu"ejctcevgtkuvkecnn{"
Òcpzkqwu"pqv"vq"dg"uggp"vq"dg"fkujqpqtcdng"vq"Ycnnceg."yhile at the same time desiring 
credit for so many years [of] labourÓ [Desmond 1998: p.207]. On July 1, 1858 both 
Darwin and Wallace presented separate papers at the Linnaean society in London. 
Jqygxgt"yjgp"dqvj"ygtg"uwdugswgpvn{"rwdnkujgf"kp"vjg"uqekgv{Óu"lqwtpcn"vjcv"Cwiwuv"
vjg{" Òocfg" nkvvng" koogfkcvg" korcev"qp"vjg scientific yqtnfÓ"]Fguoqpf"3;;:: p.208]. 
Ceeqtfkpi" vq"Fguoqpf." vjg"Rtgukfgpv"qh" vjg"Nkppcgcp"Uqekgv{" Òjcf" pq" kfgc" jg"ycu"
ejcktkpi"cp"jkuvqtke"qeecukqpÓ"cpf."eqpugswgpvn{."jku"tgxkgy"qh"vjg"Uqekgv{Óu"cevkxkvkgu"
for the year May 1858 to May 1859 declared blandly that iv"jcf"pqv"dggp"Òoctmgf"d{"
any of those striking discoveries which at once revolutionise, so to speak, the 
department of science op" yjkej" vjg{" dgctÓ" ]Fguoqpf" 3;;:: p.208]. Darwin had 
intended to present a longer abstract of his research in the Journal of the Linnaean 
Society, but he was unable to condense the work. The finished book, which Darwin 
published on November 24, 1859, On the origin of Species and Varieties by means of 
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Natural Selection, is now regarded as one of the most influential in the history of 
science. 
Ejctngu"FctykpÓu" vjgqtkgu"ygtg" dcugf" uswctgn{" wrqp" vjg" tgxqnwvkqpct{" kpukijv"
that within nature there are random biological mutations, which continually lead to 
the emergence of new varieties. Darwin refers directly to this phenomenon in 
ÒJ{dtkfkuo.Ó chapter eight of Origin of Species."yjgtg"jg"tghgtu" vq"vjg"Ò]f_kuvkpevkqp"
dgvyggp" uvgtknkv{" qh" vjg" hktuv" etquugu" cpf" qh" j{dtkfuÓ." uvcvkpi" wpgswkxqecnn{" vjcv"
Òuvgtknkv{"xctkqwu"kp"fgitggÓ."ycu"Òpqv"wpkxgtucn.Ó"]Fctykp"3;;;<"r0424_0"Jere, Darwin 
also refers to the laws iqxgtpkpi"Òuvgtknkv{"qh"j{dtkfuÓ"cuugtvkpi"vjcv"sterility ycu"Òpqv"c"
urgekcn"gpfqyogpv"dwv" kpekfgpvcn"qp"qvjgt"fkhhgtgpeguÓ"cpf"oqtgqxgt."vjcv" "Òj{dtkfu"
cpf" oqpitgnu" eqorctgf" kpfgrgpfgpvn{" qh" vjgkt" hgtvknkv{Ó" ]Fctykp" 3;;;<" r0424_0" Kp"
doipi"uq."Fctykp"vjgtgd{."ejcnngpigf"Òvjg"xkgy"igpgtcnn{"gpvgtvckpgf"d{"pcvwtcnkuvuÓ"
qh"vjg"fc{"]È_"vjcv"urgekgu."yjgp"kpvgtetquugf."jcxg"dggp"urgekcnn{"gpfqygf"ykvj"vjg"
swcnkv{" qh" uvgtknkv{." kp" qtfgt" vq" rtgxgpv" vjg" eqphwukqp" qh" cnn" qticpke" hqtouÓ" ]Fctykp"
1999: pp.202-203]. Indeed, Darwin questioned this conventional understanding of the 
pcvwtcn" qtfgt" uvknn" hwtvjgt" d{" uvcvkpi" Òvjg" korqtvcpeg" qh" vjg" hcev" vjcv" j{dtkfu" ctg"
igpgtcnn{"uvgtkng."jcu"K"vjkpm."dggp"owej"wpfgttcvgf"d{"uqog"ncvg"ytkvgtuÓ"cpf"vjcv"Òqp"
the theory of natural selection the case is especially important, inasmuch as the 
sterility of hybrids could not possibly be any advantage to them, and therefore could 
not have been acquired by continued preservation of successive profitable degrees of 
sterilkv{Ó]Fctykp"3;;;<"r0424_0"Fctykp"vjgp"eqpenwfgu."ÒK"jqrg."jqygxgt"vq"dg"cdng"vq"
show that sterility is not specially acquired or endowed quality, but is incidental on 
qvjgt." ceswktgf" fkhhgtgpeguÓ" ]Fctykp" 3;;;<" r0425_0" Kp" fqkpi" vjku" Fctykp" vjgtghqtg"
offers a direct and incendiary challenge to conventional scientific wisdom, proceeding 
as Carl Zimmer puts it, in Evolution the Triumph of an Idea from Darwin to DNA, on 
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vjg"dcuku"qh" Òvjg" ukping"oquv" korqtvcpv" kfgc" kp" vjg"jkuvqt{"qh" dkqnqi{.Ó"cpf"qpg" vjcv"
would pgtocpgpvn{"cnvgt"jwocpkv{Óu"rgtegrvkqp"qh"kvu"rnceg"kp"vjg"pcvwtcn"qtfgtÓ."vjcv"
ejcpigu" kp"pcvwtg"vcmg"rnceg" Òitcfwcnn{"dwv"rgtrgvwcnn{"qxgt"xcuv"iwnhu"qh" vkogÓ."cpf"
ctg" Òftkxgp" ]È_" vjcpmu" vq" vjg" ncyu" qh" jgtgfkv{." ykvjqwv" cp{" pggf" qh" fktgev" fkxkpg"
intervenvkqpÓ"]¥koogt"4225<"r06_0 
This questioning of the notion of a divinely inspired natural order can, of 
course, be understood to have arisen, as Michel Foucault has argued, in the wake of a 
much earlier shift towards scientific rationalism within European discourse. This new 
arrangement according to Foucault writing in Vjg"Qtfgt"qh"Vjkpiu."Òbrought about the 
appearance of a new problem, unknown until then, as in the sixteenth century, one 
asked oneself how it was possible to know that a sign did in fact designate what it 
signified; from the seventeenth century, however one began to ask how a sign could 
be linked to what it signifkgfÓ"]Hqwecwnv"3;;8<"rr068-47]. 
The rise of this scientific view can therefore be perceived as a point of entry 
into a new world, which, according to J.J Clarke in his book. Oriental Enlightenment 
The Encounter between Asian and Western thought wujgtgf"kp"c"Òewnvwtcn" kpuvcdknkv{Ó"
cpf" c" Òhtgpgvke" ugctej" hqt" cnvgtpcvkxg" rctcfkiouÓ" ]Enctmg" 3;;9<" r053_0"Oqtgqxgt." kvu"
implicit challenge to upuegrvkecn"dgnkgh"Òrwv"cp"gpf"vq"vjg"wpkxgtucnkuo"rtqlgevu"dqvj"
of mediaeval Christendom and of the Renaissance, that opened up the exciting yet 
cnctokpi" rtqurgev" qh" vjgqnqikecn" cpf" rjknquqrjkecn" rnwtcnkuoÓ" ]Enctmg" 3;;9<" r053_0"
FctykpÓu"qyp"vjgqtkgu"qp"gxqlution may then be seen simply to have drawn upon an 
existing set of possibilities as a means of sweeping away, in intellectual terms at least, 
the last vestiges of an ultimately static, god-centred universe. 
Jqygxgt." FctykpÓu" vjgqtkgu" jcf" Òoqxgf" hct" dg{qpd the cosy notions that 
hqtvkhkgf" oquv" XkevqtkcpuÓ" xkgyu" cdqwv" vjg" rgthgev" cfcrvkqp" dgvyggp" cpkocnu" cpf"
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rncpvu"cpf"vjgkt"gpxktqpogpvÓ"]Dtqypg"4225<"r09_."cpf"ecp"dg"uggp"pqv"qpn{"vq"jcxg"
erased any remaining traces of the pre-scientific world by removing the material 
necessity for a creator God, but in doing so to have revealed persistent insecurities 
within establishment thinking over the blasphemous potential of scientific thought. 
Furthermore, his signaling of a loss of faith extended within both the realms of 
religion and the social order, since, many Victorians believed that the natural world 
Òokttqtgf"vjg"uqekcn"uvcdknkv{"vjg{"vjqwijv"vjg{"ucy"ctqwpf"vjgoÓ"]Dtqypg"4225<"r09_0"
FctykpÓu"pgy"gxqnwvkqpct{"vjgqt{."ycu"vjwu"rgtegkxgf"vq"dg"c"rgtxcukxgn{"wpugttling 
and dislocating force within society, perceived as dangerous because for people who 
interpreted the bible literally." kv" vjtgcvgpgf" Òfgctn{" jgnf" tgnkikqwu" dgnkghu"cdqwv"c"ukz"
fc{" rtqeguu" qh" etgcvkqpÓ" ]¥koogt" 4225<" r0zzk_0" Kpfggf." gxgp" Lqugrj"Jqqmgt"yas at 
first highly skeptical of his theories because of their implicit atheism, He was 
Òtgnwevcpv"vq"cfqrv"FctykpÓu"tcfkecn"eqpegrvÓ"kpuvgcf"rtghgttkpi"Òhqt"rtcevkecn"rwtrqugu"
vq" hqnnqy" vjg" rtgxcknkpi" qtvjqfqz" qrkpkqp" vjcv" urgekgu" ygtg" Òfghkpkvg" etgcvkqpuÓÓ 
thereby judging variability in a species rather than mutability cu"dgkpi"Òc"rctv"qh" vjg 
uejgog"qh"pcvwtgÓ"]Fguoqpf"3;;:: p.202]. 
FctykpÓu" tcfkecn" fg-centering of the existing epistemological universe can, 
therefore, be understood to set the scene for the subsequent emergence of a 
Nietzschean anti-philosophical nihilism that was part of the intellectual climate 
surrounding the emergence of the Duchampian ready-mades0" ÒPkgv¦uejgÓu" *3:66-
1900) concept of nihilism is a notion that in the modern world all traditional values 
anf"dgnkghu"jcxg"dggp"fkueqwpvgfÓ cpf"vjcv"Òvjg"jkijguv"xcnwgu"fgxcnwcvg"vjgougnxgu.Ó"
ukpeg" vjgkt" Òcko" ku" ncemkpiÓ" ]Enctmg" 3;;9<" r054_0"Vjku" iqgu" dg{qpf" uegrvkecn" fqwdvu"
about human knowledge that have always preoccupied philosophers and artists alike, 
d{"uggmkpi"vq"kfgpvkh{"kvugnh"Òcu"c"etkuku"cv"vjg"jgctv"qh"yguvgtp"ekxknk¦cvkqpÓ0" 
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Oqtgqxgt." kv" ku" Òcp" jkuvqtkecn" eqpfkvkqp" yjkej" ku" rgewnkct" vq" oqfgtp" GwtqrgÓ"
dtqwijv"cdqwv"d{"GwtqrgÓu"qyp"ewnvwtcn"jkuvqt{, which can be traced back to the rise 
of modern science and Christianity [Clarke 1997: p.32]. Darwin would therefore 
crrgct"vq"jcxg"hqtgujcfqygf"vjku"eqpegrv."cu"jku" vjgqt{"uvtkrrgf"cyc{"Òeqpxgpvkqpcn"
eqohqtvu" cu" c" iwctcpvgg" qh" rtqitguuÓ0" FctykpÓu" Òogejcpkuo" qpn{" cuetkdgu" nqecn"
adaptation to environments that change in a directionless way through time, thus 
korctvkpi" pq" iqcn" qt" rtqitguukxg" xgevqt" vq" nkhgÓu" jkuvqt{Ó" ]¥koogt" 4225<" r0zx_0"
Oqtgqxgt."vjku"Òurktkvwcn"xcewwoÓ"etgcvgf"d{"vjg"fgec{"qh"qnf"egtvckpvkgu subsequently 
led more conservative thinkers not only towards an agnostic and atheist belief 
structure but many towards an oriental path of spiritual belief [Clarke 1997: p.131]. 
FctykpÓu"theory and the potential for an associatiop"ykvj"Pkgv¦uejgÓu"vjkpmkpg, 
was, therefore, historically misused by many within new scientific, spiritual and 
political movements. However, on hybridism, Darwin severely undermines any such 
okukpvgtrtgvcvkqpu"d{"cuugtvkpi"vjcv"Ò]p_q"qpg"jcu"dggp"cdng"vq"rqkpv"qwv"yjcv"coqwpv"
of difference in any recognizable character is sufficient to prevent two species 
etquukpiÓ."ukpeg."kp"jku"qrkpkqp"Ò]k_v"ecp"dg"ujqyp"vjcv"rncpvu"oquv"ykfgn{"fkhhgtgpv"kp"
habit and general appearance, and having strongly marked differences in every part of 
the fnqygt"]È_"ecp"dg"etquugf"ykvj"gcugÓ"]Fctykp"3;;;: p. 212]. Moreover, Darwin 
iqgu" qp" vq" eqpvgpf" vjcv" Ò]h_ktuv" etquugu" dgvyggp" hqtou" mpqyp" cu" xctkgvkgu." qt"
sufficiently alike to be considered as varieties, and their mongrel offspring, are 
generally, but not swkvg" wpkxgtucnn{" hgtvkngÓ0" Qp" vjku" dcuku." jg" vjgp" ftcyu" vjg"
eqpenwukqp"vjcv"Òvjg"hcevu"dtkghn{"ikxgp"kp"vjku"ejcrvgt"fq"pqv"uggo"vq"og"qrrqugf"vq."
but even rather to support the view, that there is no fundamental distinction between 
urgekgu" cpf" xctkgvkguÓ [Darwin 1999: p.228]. Darwinian natural selection therefore 
Òqhhgtu" pq" uqnceg" qt" uwrrqtv" hqt" ]È_" vtcfkvkqpcn" jqrgu" cdqwv" jwocp" pgeguukv{" qt"
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cosmic importanceÓ"]¥koogt"4225<"r0zkx_"cpf"jku"jgcnvj{"uegrvkekuo fqgu"pqv"Òpggf"
to be extended to the point of nijknkuoÓ"]¥koogt"4225<"r0z_0"Tcvjgt."FctykpÓu"vjgqt{"
rtqrqugu" vjcv" ejcpikpi" gpxktqpogpvu" ujqwnf." kp" rtkpekrng." etgcvg" Òhcxqwtcdng"
xctkcvkqpuÓ"hqt"qhhurtkpi."yjq"Òqp"cxgtcig"dgeqog"dgvvgt"cfcrvgf"vq"nqecn"eqpfkvkqpuÓ"
[Zimmer 2003: p.xv]. Darwin can therefore be seen to posit the notion that random 
mutation works not in splendid isolation but always in relation to mutable conditions, 
thereby allowing weak species in one context to survive as wholly fit for purpose in 
another. Variable contexts can therefore be understood to play a major part in natural 
selection and those characteristics enable them to adapt to changing circumstances 
and conditions can be considered more likely to survive than those who do not. 
North was a part of a network of complex scientific work that was inclusive of 
British scientific research. North acknowledged hybridity in her diaries as apart of a 
tgeqnngevkqp"qh"c"xkukv" vq"vjg"ÒXgkvejÓu"jqv-jqwuguÓ" kp"Nqpfqp" kp"3::3."fwtkpi"yjkej"
she accompanied the Asa Grays, when staying at Kew whilg"yqtmkpi"Òqp"vjg"hnqtc"qh"
vjg"Wpkvgf"UvcvguÓ0"Kp"jgt"fkctkgu"Pqtvj"tghgtu"vq"cnn"qh"vjg"Òyqpfgthwn"j{dtkf"qtejkfu."
ykvj" vjg" rctgpv" rncpvu." cpf" vjg" engxgt" ocp" yjq" j{dtkfk¦gfÓ" vjgo052 North did 
therefore have at least a basic understanding of the mechanisms implicated in 
FctykpÓu" yqtm" qp" j{dtkfkv{" ]Pqtvj" 3:;4d<" r0435_0" Kp" tgncvkqp" vq" PqtvjÓu" tgnkikqwu"
dgnkghu." Ujghhkgnf" uvcvgu" vjcv" Òqpg" qh" vjg" htggfqou"Pqtvj" jcf"ykvjqwv" swguvkqp."ycu"
freedom from religion [Sheffield 2001: p.94]. Further to this, North wrote to Dr. 
Burnell in 1878, referring to herself as a heathen [North 1878: (MN/1/1) Letters to Dr. 
Burnell]. She also called herself a positivist cpf"Òqdlgevgf"vq"cp{"mkpf"qh"rtkguv"etchvÓ"
                                               
52 North wrote of seeing her own find,ÒPgrgpvjgu"PqtvjkcpcÓ. kp"vjg"Òrkvejgt-rncpvuÓ"ugevkqp"yjkng"ykvj"
vjg"Cuc"Itc{Óu0"Vjku indicated to North that after seeing her painting of the plant at her Kensington 
exhibition someone at Kew had sent a plant hunter to Borneo in search of it [North 1892b: pp.213-
216_0"Vjgtg"ku"cnuq"c"tghgtgpeg"eqpvckpgf"kp"vjg"Pqtvj"ngvvgtu."kpfkecvkpi"vjcv"Xgkvej"Ò]u_gpv"c"eqnngevqt"
]È_" vq"igv" vjg"urgekguÓ"qh" anthomania as proof that the plant was Òcu"tgcn"cpf"rqvgpv"cu"dkdnkqocpkc"
itselhÓ"]Pqtvj"3::4-1938: MN/2/3 North Gallery Letters]. 
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]Ujghhkgnf"4223<"r0;7_0"Ujghhkgnf"uvcvgu"vjcv"Pqtvj"tgeqwpvgf"Òc"pcvkxg" qh"KpfkcÓ"yjq"
ycu" c" Òeqorngvg" tgnkikqwu" uegrvkeÓ" cpf" yjq" Òycu" hwnn" qh" tgcuqpu" cpf" ctiwogpvuÓ0"
Pqtvj"ytqvg"ÒK"jcxg"ugnfqo"nkuvgpgf"vq"oqtg"ugpukdng"vcnm"cpf"jg"ycu"fgnkijvgf"vq"igv"
c" nkuvgpgt" yjq" eqwnf" u{orcvjkug" ykvj" jkoÓ" ]Ujghhkgnf" 4223<" r0;7_0" Yhile the full 
gzvgpv"qh"PqtvjÓu"cevwcn" wpfgtuvcpfkpi"qh"FctykpÓu" vjgqtkgu"qp"j{dtkfkv{" tgockpu" kp"
question, it is, therefore, nevertheless possible to view North as someone whose 
attitudes towards religion were very much in line with the atheistic implications of 
Darwinian thought.  
According to Richard Kendall writing in Endless forms: Charles Darwin 
Natural Science and the Visual Arts, kp" vjg" ejcrvgt." ÒOqpgv" cpf" vjg"Oqpmg{u<"Vjg"
Kortguukqpkuv"Gpeqwpvgt"ykvj"FctykpkuoÓ" a connection between art and Darwinism 
arose through applications of Darwinist ideas by artists. Alongside the Pre-
Raphaelites, Ruskin and scientific painters such as North, some of the impressionists 
also applied ideas related to Darwinian theory through their work. Kendall states that 
Ò]v_he impact qh"FctykpÓu" kfgcu"qp" vjg" kpvgnngevwcn" nkhg"qh"Htcpeg"eoincided with the 
emergence of iortguukqpkuv" rckpvkpi" cpf" kvu" qyp" vwtdwngpv" rwdnke" jkuvqt{Ó" cpf" vjcv"
Òvjku" rctcnngn" jcu" ]wr" vq" pqy_" pgxgt" dggp" cempqyngfigfÓ." and this despite a 
Òfgoqpuvtcdng" cyctgpguu" qf evolutionary issues in artistic and literary Paris during 
vjgug" {gctuÓ" ]Mgpfcnn" 422;<" r04;5_0"Mgpfcnn" eqpenwfgu" vjcv" c" Ò]e_nqugt" uvwf{" qh" vjg"
Impressionist milieu gzvgpfu" vjku" rkevwtgÓ0" Cv" vjg" kortguukqpkuvuÓ" gctn{" gzjkdkvkqpu"
Òetkvkeu" qh" ugxgtcn" rgtuwcuions detected an affinity between art and evolutionary 
vjkpmkpiÓ"]Mgpfcnn"422;<"r04;6_0"Hwtvjgt"vq"vjku."kp"Òvjg"3:82u."chvgt"vjg"crrgctcpeg"qh"
Origin, both Czanne and Monet mixed with members of the scientific community 
who would become partisans of evolwvkqp" kp" HtcpegÓ" ]Mgpfcnn" 422;<" r04;6_0" Rcwn"
Czanne (1839-3;28+."cduqtdgf" kphnwgpegu" htqo"FctykpÓu"ogpvqt."Ejctngu"N{ng"cpf"
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(like Ruskin before) painted rocks for their geological structure [Kendall 2009: p.297] 
and set them within his landscape paintings such as Rocks painted between 1867 and 
1870 [See figure 141]. Monet possibly acquired knowledge of Darwinism through his 
friend Georges Clemenceau, (1817-1903), who was a materialist and non-believer 
[Donald 2009: p.25]. Engogpegcw"ycu"c"Òoquv"fgekukxg"kphnwgpeg"qp"vjg"fktgevkqpÓ"qh"
OqpgvÓu" ncvg"yqtmÓu" cpf" gpeqwtcigf"jko" vq" vq" Òrtqfweg" c" nctig" e{eng" qh"ycvgt-lily 
rkevwtgu"vq"dg"rtgugpvgf"vq"vjg"Htgpej"pcvkqpÓ"]Mgpfcnl 1993: pp.14-15]. 
Monet, like Millais and Holman Hunt bghqtg"jko."kpukuvgf"qp"rckpvkpi"Òqwvfqqtu"
wpfgt"vjg"qrgp"um{Ó."ukpinkpi"qwv"vjg"Òrnc{"qh"nkijv"kp"vjg"enqwfu."vjg"vkpvu"qh"gctvj."um{"
cpf"ycvgtÓ as witnessed in one of his many paintings of water-lillies made between 
1909 and 1926 [See figure 142]. Unlike the Pre-Raphaelites, his was to become a 
rckpvkpi"qh"Òuwdnkog"ejcquÓ"xgt{"owej"cmkp"vq"vjcv"tgrtgugpvgf"d{"c"Fctykpkcp"xkgy"
of nature. Kendall states that this shift kp"OqpgvÓu"yqtm"Òvqyctfu"gxgp"oqtg"gngogpvcn"
vjgoguÓ"ycu" cp" gzrtguukqp" Òqh" uekgpvkhke" cpf" rjknquqrjkecn" vjqwijvÓ" ]Mgpfcnn" 422;<"
p.308] (also found in the works of William Gilpin (1724-1804), Constable and in 
Dtkvkuj"gpnkijvgpogpv"ncpfuecrgu+0"Oqtgqxgt."Mgpfcnn"uvcvgu"vjcv"Oqpgv"Òfgxgnqrgf"c 
sophisticated knowledge of horticulture, consulting botanical journals and 
corresponding with leading authorities on gzqvke" urgekogpuÓ" ]Mgpfcnn" 422;: p.308]. 
The painter and sculptor, Edgas Degas (1834-1917) was also enlightened by 
Darwinist theory, but his interests were more anthropological [Kendall 2009: p.303]. 
Vjg"tgncvkqpujkr"dgvyggp"FctykpÓu"kfgcu"cpf"PqtvjÓu"rckpvkpi"ku"ctiwcdn{"oqtg"
direct than that between Darwin and the impressionists. Not only was North directly 
acquainted with Darwin, she also shared in an aesthetic view of nature commensurate 
ykvj"FctykpÓu"qyp0"Oqtgqxgt."Pqtvj"ycu"pqv"uggmkpi"vq"crrtqrtkcvg"Fctykpkcp"kfgcu"
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for artistic purposes, but to be part of a scientific project that worked in support of his 
thinking. 
The Australian landscape can be described as a site of hybridisation not only 
with regard to the immigration of human inhabits from elsewhere, but also the 
immigration of flora and fauna as part of the impact of early European colonization. 
During the nineteenth century, the Australian landscape became increasingly 
prominent kp" vjg"Gwtqrgcp" kocikpcvkqp"rctvn{"cu" c" tguwnv"qh"FctykpÓu"yqtm"vjgtg" kp"
collating data alongside that which he had gathered from the Falkland and Galapagos 
islands, as well as St Helena, Mauritius and St Vincent; data which enabled Darwin to 
include as patv"qh" vjg"eqpuvtwevkqp"qh"jku" vjgqt{"qh"gxqnwvkqp"c"eqpegrvkqp"qh" Òtctkv{"
cpf"c"hgct"qh"gzvkpevkqpÓ"]Itqxg"4225<"r0;_0"Cwuvtcnkcpu"jcf"xgt{"tgcn"eqpegtpu"cdqwv"
the effects of colonization on their environment. The possibility of climate change 
through industrialisation and its impact upon the wider natural environment had been 
established through the work of Stephen Hales (1677-1761),
53
 yjq" Òwpfgtnkpgf" vjg"
cdknkv{"qh"ocp"vq"chhgev"vjg"eqpuvkvwvkqp"qh"vjg"cvoqurjgtgÓ"cpf"yjqug"tgugctej"nkpmgf"
John Woodward (1665-394:+"cpf"jku"yqtm"qp"ÒvtcpurktcvkqpÓ."yjkej"ycu"rwdnkujgf"kp"
1696, to these effects [Grove 2003: pp.156-159]. Poivre, the great French pioneering 
early environmentalist whose work was a mixture of rigourous scientific empiricism 
and the romantic ideals of Rousseau (1724-1804) [Groves 2003: p.9] was also 
influenced by the Newtonian rationales of Stephen Hales. 
                                               
53 As part of colonialist expansion, administrative staff of the East India Company tended to combine 
their administrative duties with science and medicine; indeed, many were skilled surgeons. The 
physicians and surgeons employed by these commercial bodies were placed in consulting positions, 
and employment with the trading companies gave them the status of professional and state scientists 
long before these posts existed in Europe. During the eighteenth cepvwt{"vjgtg"ycu"cnuq"cp"Òwtigpv"pggf"
to understand unfamiliar floras, faunas and geologies, both for commercial purposes and to counter 
gpxktqpogpvcn" cpf" jgcnvj" tkumuÓ0" Ocp{" qh" vjg" ogp concerned were custodians of early botanical 
gardens. This privilege would give these custodians a greater say not only in how the flora were 
recorded, but also on how botanical illustrators produced drawings as scientific draughtsman [Groves 
2003: p.8]. 
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Poivre placed importance upon the farming and environmental practices of local 
peoples, also establishing a relationship between deforestation and climate change 
[Grove 2003: pp.168-3:;_." rctvkewnctn{" ykvj" tgictf" vq" c" Òhgct" qh" tckphcnn" fgenkpgÓ"
]Itqxg" 4225<" r03;:_0" RqkxtgÓu" qdugtxcvkqpu" qh" c" eqppgevkqp" dgvyggp" Gwtqrgcp"
agricultural practice and the reclaiming of forest to provide further farmland, lead him 
vq"fgfweg"vjcv"pqv"ngcxkpi"ctgcu"qh"yqqfncpf"cv"Òkpvgtxcnu"dgvyggp"engctkpiuÓ"tguwnvgf"
kp"fktgev"Òenkocvke"tguwnvuÓ"cu"vjg"tckpu"Òhqnnqy"vjg"hqtguv"gzcevn{Ó."ocmkpi"engctgf"ncpf."
due to its exposure, vulnerable to violent wind in a manner that destroys all crops 
[Grove 2003: p.186]. 
RqkxtgÓu"yqtm"qp"fghqtguvcvkqp54 was later to influence Darwin and his theory of 
evolution with its embedded conceptions of rarity and extinction. It is through 
writings and experiments by Woodward, Hales and Poivre that we see early attempts 
vq"fgcn"ykvj"ocpÓu"tgncvkqpujkr"vq"pcvwtg."pqv"qpn{"kp"vgtou"qh"jqy"vq"ocpcig"pgyn{"
acquired colonial land, but also how to prevent long term damage to the environment. 
This earlier research impacted upon the work of Joseph Hooker, who personally 
Òykvpguugf" vjg" cfxcpeg"qh"Gwtqrgcp"yggfu" kp Australia and New Zealand c. 3:62Ó."
qrkpkpi" Òvjcv" ocp{" qh" vjg" uocnn" nqecn" igpgtc" qh" Cwuvtcnkc" cpf" Pgy" ¥gcncpfÓ" yknn"
Òwnvkocvgn{"fkucrrgct."qykpi"vq"vjg"wuwtrkpi"vgpfgpekgu"qh"vjg"gokitcpv"rncpvu"qh" the 
pqtvjgtp"jgokurjgtgÓ"]Etqud{"4228<"r0387_0"Cu"Ujghhkgnf"jcu"kpfkecvgf."kp"jgt"fkctkgu"
Pqtvj"tghgtu"vq"vjg"kpvtqfwevkqp"qh"hqtgkip"rncpvu"vq"Pgy"¥gcncpf"yjgtg"Ò]v_jg"ckt"ycu"
vjkem"ykvj"vjkuvngfqypÓ"cpf"vjg"Òpcvkxg"yggfu"ygtg"dgkpi"uvkhngf"d{"UeqvncpfÓu" royal 
hnqygtÓ"]Ujghfield 2001: p.132]. Nineteenth-century concerns surrounding the effects 
of colonisation on colonised landscapes were not confined to New Zealand and 
                                               
54 RqxtkgÓu"urgekcnkuv"mpowledge of IndoÎChina, kp"yjkej"jg"vqqm"rctvkewnct"kpvgtguv"kp"vjg"Òkpfkigpqwu"
rqrwncvkqp" qh"Ejkpc" cpf"oqtg" gurgekcnn{"Uqwvj" KpfkcÓ, included knowledge qh" Òfgxgnqrgf" kttkicvkqp"
systeouÓ" hqt" Òvtgg" rncpvkpi" ewuvqou" ]È_" designed to reduce the blast of overhead dry-ugcuqp" uwpÓ"
[Groves 2003: p.198]. 
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Cwuvtcnkc0" Fctykp." vgcugf" vjg" Cuc" Itc{Óu." *yjq" eqnncvgf" kphqtocvkqp" hqt" jko"
surrounding the phenomenon of naturalized floras of European species in the 
American landscape) [Crosby 2006: pp.164-165] about advancing European weeds 
that had became a real concern in America, especially since the Spanish had first 
entered the panhandle of the Texan high plains, as early as 1541 [Debo 1995: p.42]. 
Vjg" crrgctcpeg" qh"yggfu" jcf" dggp" pqvgf" d{" ugvvngtu" kp" ÒEcnkhqtpkc." xkc"Ogzkeq" cu"
gctn{" cu" 3:46Ó" ]Etqud{" 4228<" r0375_0" Kp" 3:55."Fctykp" pqvgf" c" ejcpig" htqo" Òetquu"
jgtdcigÓ" vq"c" Òectrgv"qh" hkpg"itggp" xgtfwtgÓ kp"Dwgpqu"Cktgu."cvvtkdwvkpi" kv" vq" Òuqog"
ejcpig" kp"vjg" uqknÓ"rquukdn{"cu"c"tguwnv"qh" Òcpkocn"ocpwtg."cpf"itc¦kpiÓ."c view that 
was in keeping with that of the local people [Crosby 2006: p.161]. 
FctykpÓu"jcf"cp"kpvgtguv"kp"vjg"Kuncpf"qh"Ocfgktc."uqwvj"yguv of Lisbon, because 
qh"vjg"Òpwogtqwu"urgekgu"qh"kpugevuÓ"cu"ygnn"cu"Òhnkijvnguu"qt"wpwuwcnn{"nctigÓ"dktfu"vjcv"
could be found there. According to J. Donald Hughes, writing in, An Enviromental 
History of the World, ugvvngtu"vq"vjg"kuncpf"cvvcemgf"vjg"Òhqtgut, hewing down trees for 
gzrqtv"cpf"uvctvkpi"hktgu"vq"engct"ncpf"hqt"citkewnvwtgÓ"]Jwijgu"4224<"r03_0"Cu"c"tguwnv."
Òocp{" pqp-native species were introduced, some initially and some b{" ceekfgpvÓ 
[Hughes 2002: p.1]. 
Hughes adds that on the nearby Island of Pqtvq" Ucpvq." Òtcddkvu" uyctogf"
gxgt{yjgtg." gcvkpi" gxgt{vjkpiÓ." yjkng" vjg" kpvtqfwevkqp" qh" Òecvu." okeg" cpf" tcvu"
fguvtq{gf"dktfuÓ0"Cv"vjg"ucog"vkog."Òujqy{"ictfgp" hnqygtuÓ"cpf"Òciitguukxg"yggfuÓ."
yjkej"ygtg"Òuqogvkogu"vjg"ucog"rncpvÓ."ygtg"Òkpvtqfwegf"d{"vjg"jwpftgfuÓ"]Jwijgu"
4224<"r03_0"PqtvjÓu"fkctkgu"eqttqdqtcvg"vjgug"gpxktqpogpvcn"ejcpigu"vq"gpxktqpogpvu0"
During her journey to Brazil in 1872-3, North witnessed environmental damage off 
the coastline of the Island of St. Vincent when her ship stopped to coal there, stating 
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kp"jgt"fkctkgu."ÒK"fkf"pqv"ncpf"qp"vjcv"vtggnguu"kuncpf."yjkej"nqqmgf"nkmg"c"ireat cinder 
kvugnhÓ"]Jwzng{"4224: p. 59]. 
Nineteenth-century fears surrounding environmental tampering were not 
okurncegf0"Vqfc{"Òoquv"qh"vjg"yggfu"qh"vjg"uqwvjgtp" third of Australia (where most 
qh"vjg"eqpvkpgpvÓu"rqrwncvkqp"nkxgu+Ó"cpf"yjgtg"vjg"enkocvg is Òoquv"pgctn{"GwtqrgcpÓ"
are of European origin, according to Alfred Crosby in, Ecological Imperialism The 
Biological Expansion of Europe 900-1900 [Crosby 2006: p.163]. Australian 
landscapes were exposed to the ingress of plants and animals from around the British 
Gorktg0" Pqtvj" ytqvg" qh" uggkpi" Òokngu" qh" rcuvwtgÓ" kp" Cwuvtcnkc" vjcv" eqpvckpgf" c"
Cryptostemma Calendulacen, which North thought looked like dandelion0"Vjg"rncpvÓu"
uggf"jcf"crrctgpvn{"dggp"Ò]d_tqwijv"qxgt"htqo"vjg"Ecrg"qpn{"c"hgy"{gctu"dghqtg"cpf"
pqy"itgy"gxgt{yjgtg." dwv" kv" fkf" pq" jctoÓ" ukpeg" Ò]v_jg" ecvvng" cvg" kvÓ" ]Jwzng{" 4224: 
p.168]. 
North wrote about cattle-ravaged land and European gardens in Australia during 
her travels there between 1880 and 1881. North took lodgings with her friend Ellis 
Rowan whose own paintings of flora had been described by Governor Sir Walter 
Davidson (1859-3::2+"cu."Òc"fgnkijv"cpf"kpuvtwevkqp"vq"hwvwtg"igpgtcvkqpu"]È] before 
ocp{"qh"vjqug"dgcwvkhwn"dktfu"dgeqog"gzvkpev"]È_"cpf"vjg"hnqygtu"fkucrrgct"dgpgcvj"
vjg"jggnu"qh"ekxknk¦cvkqpÓ" ]Ellis Rowan 2006]. North wrote of Rowan as introducing 
jgt"vq"Òswcpvkvkgu"qh"vjg"oquv"lovely flowers - flowers such as I had never seen or even 
ftgcogf"qh"dghqtgÓ"]Jwzng{"4224<"r0393_0"Chvgt"uvc{kpi"cv"TqycpÓu" nqfikpiu."Pqtvj"
then went on to visit Albany, where she described the house and garden of a 
ocikuvtcvg" Òyjkej" ngf" tkijv" qp" vq" vjg" jknnukfg" cv" vjg" dcemÓ" cpf"qh" vjg" abundance of 
differkpi"urgekgu"kp"uwej"c"uocnn"ctgcÓ"yjkeh were marvellous [Huxley 2002: p.171]. 
This sort of hybridized garden was observed by North again, when visiting the home 
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qh"vjg"Cwuvtcnkcp"Rtkog"Okpkuvgt0"Ujg"fguetkdgu"jqy"ujg"ycu"cdng"vq"hkpf"Òvygpv{Îfive 
different urgekgu"qh"yknfhnqygtu"kp"vgp"okpwvgu."enqug"vq"vjg"jqwugÓ"cpf"vjg"ictfgp"cu"
being Òcut in terraces descending into the real virgin forest, with fine gums and 
dcpmukcu" nghv" uvcpfkpi" coqpiuv" vjg" korqtvgf" hnqygtuÓ." fgenctkpi" vjcv" Ò]q_pg" eqwnf"
hardly see where the wild apf"vjg"vcog"lqkpgfÓ"]Jwzng{"4224: p.167]. The colonizers 
of Australia clearly wanted to be surrounded by plants and animals familiar to them 
and which reminded them of their former European homes.  
Vjg" gctn{" jkuvqt{" qh" vjg" ÒGwtqrgcp-settled Auuvtcnkc" ]È_" ku" c" uvqt{" qh" vjg"
settlement of pastoral runs by tough, rough men, and of their construction of grand 
jqwugu" kp" vjg" {qwpi"ekvkgu"cpf" kp" vjg" dwujÓ" ]Mgtt"Hqtu{vj"4228<"r04_0"Yqogp."yjq"
had initially come out to the colony as wives of the officer class or as female 
prisoners, carved out an existence for themselves which included the making of 
gardens in an attempt to create their own social and cultural space. These strong 
women constructed a landscape out of a frontier land ceeqtfkpi"vq"Òvjgkt"qyp vision 
qh" cp" Gpinkuj" CtecfkcÓ" ]Mgtt" Hqtu{vj" 4228<" r04_0" Gfyctf" Yknnkco" Lqjp" Jqrng{Óu"
(1837-1903), A Primrose from England of 1855 [See figure 143], depicts an event, 
which attests to the homesickness of colonisers for indegenous European plants. Dr. 
Nathaniel Ward (1791-3:8:+" fgxkugf" Òc" inc¦gf" ecug"yjkej" jg" wugf" uweeguuhwnn{" vq"
create mini-climates, enabling him to transport tea plants from Shanghai to the 
Jkocnc{cu." cpf" NqpfqpÓ0" Kp"Jqrng{Óu" rckpvkpi" yg"ykvpguu" c" rtkotqug" jcxkpi" dggp"
vcmgp"cetquu"vq"ÒCwuvtcnkc"kp"c"eqxgtgf"incuu"ecugÓ0"Ceeqtfkpi"vq"Ncodqwtpg."Òyjgp"kv"
cttkxgf"vjgtg"kp"hwnn"dnqqo."vjg"ugpucvkqp"kv"gzekvgf"cu"c"tgokpkuegpeg"qh"]È_"vjg"qnf"
eqwpvt{"]È_"ycu"uq"itgcv"vjcv"kv"ycu"pgeguuct{"vq"rtqvgev"kv"d{"c"iwctfÓ"]Ncodqwtpg"
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2005b: p.421]. These Òhggnkpiu" qh" pquvcnikc" eqgzkuvgf" ykvj" c" tgcnk¦cvkqp" vjcv" ]È_"
Cwuvtcnkc"nc{"tkejÓ"kp"pgy, and exciting vistas [Lambourne 2005b: p.421].55 
Pqtvj" cnuq" eqornckpgf" qh" vjg" hnqtc" qh" Fgnqtckpg" Vcuocpkc." cu" dgkpi" Òhct" vqq"
GpinkujÓ."ukpeg"kv"eqpvckpgf"Òjgfigu"qh"sweetÎbrier, hawthorn, and blackberry, nettles, 
fqemu."vjkuvngu."fcpfgnkqpuÓ0"Pqtvj"ytqvg"ÒKv"ku"ewtkqwu"jqy"yg"jcxg"kpvtqfwegf"cnn"qwt"
weeds, vices and prejudices into Australia, and turned the natives (even the fish) out 
qh"kvÓ"]Jwzng{"4224: p.171] and tjcv"Òcnn"vjg"pcvkxg"rncpvu"*kh"vjgtg"ctg"cp{+"yere burnt 
wrÓ"]Jwzng{"4224: p.177]. This arrangement of distributing European plants into the 
Australian landscape allowed for continuity within farming methods and food 
sources. Indeed, the sustenance garden jcf" eqog" Òdghqtg" ictfgpu"ygtg" nckf" qwv" hqt"
rwtgn{" cguvjgvke" tgcuqpuÓ." ncvgt" tguwnvkpi" kp" the pursuance of gardening for 
horticultural trophies [Kerr Forsyth 2006: p.6]. Seed dispersal and accompanying 
weed distribution across the Australian colonies was supported by the arrival of 
European animals into the landscape, especially sheep. In this regard, Crosby argues, 
yggfu" Òygtg"qh" xkvcn" korqtvcpegÓ."cu" vjg{" pqv"qpn{"cevgf" Ònkmg" umkp" vtcpurncpvuÓ" vjcv"
Òckfgf"kp"jgcnkpi"vjg"tcy"yqwpfu"vjcv"vjg"kpxcfgtu"vqtg"kp vjg"gctvjÓ."vjg{"cnuq"Òucxgf"
pgyn{" dctgf" vqruqkn" htqo" ycvgt" cpf" ykpf" gtqukqp" cpf" htqo" dcmkpi" kp" vjg" uwpÓ."
gpcdnkpi"kv"vq"dg"wugf"cu"c"uqwteg"qh"Òguugpvkcn"hggf"hqt"gzqvke"nkxguvqemÓ"]Etqud{"4228<""
p.170]. This did not, however, stop some Australian farmers from using native species 
to the point of extinction. North witnessed in Newcastle, Australia that the local 
farmers were using an indigenous Australian plant, Eucalyptus Marcrocorpa to feed 
vjgkt"hnqemu0"Pqtvj"fgenctgf<"Òvjg{"gplq{gf"vjg"etqr"uq"owej"vjat they had gradually 
                                               
55 European colonialist hopes of financial gain brought about European immigration to the new 
eqnqpkgu0"Jqygxgt."Òvjg"wpkswg"gzegrvkqp"ycu"Cwuvtcnkc."yjqug"kookitcpvu"hqt"ocp{"fgecfgu"cttkxgf"
not to seek their fortunes but because they ygtg"eqorgnngf"vq"iq"vjgtgÓ0"DtkvckpÓu"oqvkxg" hqt"ugvvnkpi"
Cwuvtcnkc" cu" c" rgpcn" eqnqp{" ycu" vq" Òtgnkgxg" kvu" hguvgtkng problem of large numbers of jckngf" rqqtÓ 
[Diamond 2005: p.388]. 
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gcvgp"kv"cnn"wrÓ."iqkpi"qp"vq"fguetkdg"vjg"hctokpi"eqoowpkv{"cu"Òectghwnn{"ucxkpi"vjg"
seed of this one that they might sow them and raise up mqtg"hqqf"hqt"ujggrÓ"]Jwzng{"
2002: p.174]. Hooker perceived that the invasion of non-native species into Australia 
would one day turn it into another Europe [Crosby 2006: p.162]. However, this has 
not in fact become the case. Australia was saved from wholesale Europeanisation by 
kvu"Òjqv."ctkf."cpf"gpvktgn{"wp-European interior and by the tight grip on existence that 
ejctcevgtk¦gu"qticpkuou" nkxkpi" kp"vjg"gpxktqpogpvu"vjcv"ujcrgf"vjgoÓ"]Etqud{"4228<"
p.162].  
North herself often appears to have been confused about the role of forced 
environmental changes on colonised landscapes. North swung between comments 
decrying the environmental effects of colonisation and an aesthetic appreciation of its 
qwveqogu0"Kp"qpg" kpuvcpeg"ujg"ytkvgu."ÒK"ygpv"tcvjgt"qwv"qh"o{"okpfÓ"cv" vjg"ukijv"qh"
Ò]v_jg" twvjnguu" mknnkpi" qh" okngu" qh" Òpqdng" vtgguÓ" ]Oqqp" 4224: p.238]. On another 
qeecukqp"Pqtvj"fguetkdgu"ÒY{pdgti."ugxgp"cpf"c"jcnh"okngu"tqwpf"vjg"yguvgtp"ukfg"qh"
Vcdng" OqwpvckpÓ." yjgtg" ujg" hqwpf" Òitqxgu" qh" Gwtqrgcp" hkt-trees, oaks, and fruit 
qtejkfu.Ó" ykvj" vjg" Òitqwpf" wpfgt" vjgo" eqxgtgf" ykvj" yjkvg" iwouÓ" cpf" ÒCwuvtcnkcp"
gums, wcvvngu"cpf"ecuwctkpcuÓ" vjcv"ygtg" Òkp" hwnn" dnqqo"cpf"rgthgevn{"cv"jqog" vjgtgÓ"
]Pqtvj"3:;4d<"r0"43:_0" Kp"3:93." kp"Ctnkpivqp" kp" vjg"WU."Pqtvj"cfguetkdgf" vjg" Ònkvvng"
houses built for the accommodation of sparrows＿the birds had been imported from 
England to get rid of a caterpillar which had been infesting trees and eating up 
gxgt{vjkpiÓ"]Jwzng{"4224: p.44].  
        North did not therefore totally question the deliberate movement of plants or 
even animals from their local jcdkvcvu0" Dtgpfc" OqqpÓu" cuugtvkqp" vjcv" Pqtvj" Òycu"
acutely conscious of the need for conservation and especially for the conservation of 
vtgguÓ" ]Oqqp"4224: p.238] is therefore in need of a certain degree of qualification. 
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North did not fully understand the biological implications of the changes to the 
environment that were taking place during her own time, not least the potential to 
unsettle future scientific discoveries due to the possible taxonomical misplacing of 
flora. This ignorance was displayed during a visit to Brazil in 1871-1872, where she 
met Dr. Lund, who lived close to the stalactite caves of Corvelho. North tells us that 
Nwpf" jcf" Òocfg" ugxgtcn" eqnngevkqpu" qh" pcvwtcn" ewtkqukvkgu" cpf" rncpvuÓ" cpf" vjcv" jku"
ictfgpÓ"ycu"Òhwnn"qh"tctg"rncpvuÓ0"Pqtvj"ytqvg"qh"Nwpf"jcxkpi"Òeqnngevgf"cpf"rncpved 
d{"jkougnhÓ" c" Òtctg" dnwg"rqvgfgtkcÓ."yjkej"Pqtvj" rckpvgf"qpg"oqtpkpi0"Pqtvj" uvcvgf"
vjcv"Òvjg"fqevqt"jcf"rgtuwcfgfÓ"vjku"rncpv"Òykvj"eqpukfgtcdng"fkhhkewnv{"vq"itqy"qp"vjg"
ncmgÓ"cpf"vjcv"jg"ycu"Òoquv"fgnkijvgf"ykvj"kvÓ"fguetkdkpi"kv"cu"Òqpg very great wopfgtÓ"
[Huxley 2002: p.72]. North did, however, question some anomalies she found when 
rckpvkpi"qp"nqecvkqp0"Kp"Dtc¦kn."Pqtvj"uvcvgu"vjcv"Òcnqpi"vjg"jkij"dcpmu"qxgtnqqmkpi"vjg"
Tkq"fcu"Xgnjcu.Ó＿yjkej"Ògxgpvwcnn{"twpu"kpvq"vjg"Tkq"Ucp"Htcpegueq."cpf"gpvgtu"vje 
ugc" cdqxg"DcjkcÓ＿ujg" hqwpf." kp" Òvjg" htguj" engctkpiu" ]È_"ocp{" pgy" cpf" iqtigqwu"
flowers, as well as some old friends, including the graceful amaranth plant of North 
Kvcn{Ó0"Pqtvj"ytqvg"Ò]j_qy"fkf"kv"igv"vq"vjg"rncegu"uq"hct"crctvAÓ"Pqtvj"vjgp"uvcvgu"vjcv"
sjg" Ònqpigf"oqtg"cpf"oqtg" hqt" uqog" kpvgnnkigpv"dqvcpkecn"eqorcpkqp" vq"cpuygt" her 
ocp{"swguvkqpuÓ"]Jwzng{"4224: p.68].  
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                                                  Chapter E ight 
 
M arianne North and Nineteenth-Century W estern Colonialism 
 
 
In his critique of the film Gunga Din, Bertolt Brecht questions the relationship 
between Western colonisers and colonised Orientals. Addressing a scene showing 
occupying British forces fighting a local vtkdg" vjcv"jcf" Ò]c_vvcemgf"c"dqf{"qh"Dtkvkuj"
troops stcvkqpgf" kp" KpfkcÓ." Dtgejv" gzrnckpu<" Ò]v_jg" Kpfkcpu" ygtg" rtkokvkxg" etgcvwtgu."
either comic or wicked: comic when loyal to the British and wicked when hostile. The 
British soldiers were honest, good-humoured chaps and when they used their fists on 
the mob and knocked some sense kpvq"vjgo"vjg"cwfkgpeg"ncwijgf0Ó"Oqtgqxgt."Dtgejv"
uvcvgu"vjcv"Ò]q_pg"qh"vjg"Kpfkcpu"dgvtc{gf"jku"eqorcvtkqvu"vq"vjg"Dtkvkuj."ucetkhkegf"jku"
life so that his fellow country-men should be defeated, cpf" gctpgf" vjg" cwfkgpegÓu"
heart-felt aprncwugÓ0"Dtgejv"cnuq"uvcvgu." Ò]o_{"qyp"jgctv"ycu" vqwejgf" vqq<" K" hgnv" nkmg"
applauding and laughed in all the right places. Despite the fact that I knew all the time 
that there was something wrong, that the Indians are not primitive and uncultured 
people but have a magnificent age-old culture, and that this Gunga Din could be seen 
kp"c"xgt{"fkhhgtgpv" nkijv"g0i0"cu"c" vtckvqt"vq"jku"rgqrng0Ó"Dtgejv"eqpenwfgf"vjcv"ÒK"ycu"
amused and touched because this utterly distorted account was an artistic success and 
considerable resources in talent and ingenuity had been applied kp" ocmkpi" kvÓ"
[Richards 1986: p.144]. A contemporary post-colonialist vision of history as one of 
domination and displacement were clearly not at the forefront of the production of 
Gunga Din. Today, as Homi Bhabha makes clear, the foregrounding of that vision 
cnnqyu" wu" vq" eqphtqpv" Òvjg" eqpegrv" qh" ewnvwtg" qwvukfg" qdlgevu" fÓctv" qt" beyond the 
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canonization of the idea qh" cguvjgvkeu." cpf" Òvq" gpicig" ykvj" ewnvwtg" cu" cp" wpgxgp."
incomplete production of meanipi" cpf" xcnwgÓ" ]Djcdjc" 4228<" rr0468-247]. In his 
critique however, Brecht highlights a continuing interpretative tension/contradiction 
between knowing criticism of the prejudicial aspects of a visual text and the 
continuing ability of that text to draw us aesthetically into its particular narrative 
vision of events. Gfyctf" Uckf." uvcvgf" vjcv" vjku" ku" Ò]q_pg" curgev" qh" vjg" gngevtqpke."
rquvoqfgtp" yqtnfÓ" dgecwug" qh" kvu" Òtgkphqtegogpv" qh" vjg" uvgtgqv{rgu" d{" yhich the 
Qtkgpv"ku"xkgygfÓ [Said 2003: p. 26]. Moreover, Said states that television, as well as 
films (that would include Gunga Din) and other forms of media." jcxg" Òhqtegf"
information into more and oqtg"uvcpfctfk¦gf"oqnfuÓ"]Uckf 2003: p.26]. Said believes 
that this standardisation of the Orient as well as its continued cultural stereotyping by 
nineteenth-century academics had/has ngcf" vq" cp" Òkocikpcvkxg" fgoqpqnqi{" qf the 
Ðo{uvgtkqwu"QtkgpvÑÓ [Said 2003: p.26]. 
Another related form of tension/contradiction can be discerned in relation to the 
actual development of uqekgvkgu"cpf"ewnvwtgu"wpfgt"eqnqpkcnkuo0"DtkvckpÓu"eqnqpk¦cvkqp"
of India was inescapably one involving prejudicial relations of dominance. During the 
eighteenth and nineteenth centuries, however, an undeniably hybrid society began to 
fgxgnqr" kp" Kpfkc." Òyjere company employees married Indian women and adopted 
Kpfkcp" ewuvqouÓ." vjgtgd{" ngcfkpi" vq" c" Òewnvwtcn" hwukqpÓ" vjcv" Òcrrgcnu" vq" qwt"oqfgtp"
ugpukdknkvkguÓ"]Hgtiwuuqp"4226<"r05;_0"Oqtgqxgt."vjg"ewuvqou"qh"hqqf."cpf"ncpiwcig"kp"
British culture today [Fergusson 2004: p.39], which arguably grow out of that state of 
cultural fusion, can now be perceived as a positive cultural phenomenon in relation to 
a post-colonial discourse thereby producing a counterbalance to cultural Imperialism. 
Both of these tensions/contradictions are arguably apparent in relation to 
PqtvjÓu" qyp" ytkvkpi0" Kpfggf." PqtvjÓu" fkctkgu" are abound with such 
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tensions/contradictions. She was by contemporary standards in many instances 
politically incorrect, while also being fascinated by and commenting positively on 
nqecnk¦gf"ukipu"qh"fkhhgtgpeg0"Pqtvj"Òdgpghkvgf" htqo"vjg"cfokpkuvtcvkxg"ocejkpgt{"qh"
Dtkvkuj" korgtkcnkuoÓ0" PqtvjÓu" close connections with both William and Joseph 
Jqqmgt."Òicxg"jgt"ceeguu"vq"ictfgp"ukvgu" kp"vjg"Dtkvkuj"eqnqpkcn"fqokpkqpu"yherever 
ujg"ygpvÓ0"Pqtvj"vjgtghqtg"gplq{gf"vjg"rtkxkngigu of being not only a British subject 
Òdwv" qh" jcxkpi" yjcv" coqwpvgf" vq" fkrnqocvke" eqppgevkqpuÓ" ]Igtikvku" 4228<" pq" rcig"
numbers given] As Susan Morgan makes clear in Place Matters, ÒPqtvj" vtcxgngf."
painted, and wrote very much by the grace of, and in the service of, men in power in 
jgt"eqwpvt{Ó0"Kpfggf."Oqticp"ctiwgu" this may explain yj{"vjgtg"ycu"c"Òpqvcdng"ncem"
qh"etkvkekuo"]È_"qh"jgt"vtcxgnu"qp"vjg"rctv"qh"vjqug"ogpÓ"]Oqticp"3;;8< p.122], who 
were themselves part of the same cultural discourse. Consequently, North can be 
wpfgtuvqqf"vq"jcxg"cuuwogf"vjg"tqng"qh"cp"Òqdlgevkxg"eqnngevqt"cpf"fgvcejgf"qdugtxgt"
with [a] well-vtckpgf"g{gÓ"kp"vjg"Òtqng"qh"c"ocpÓ"]Oqticp"3;;8<"r0343_"qhvgp"yriting as 
though she were a curious and somewhat detached diplomat. 
On The Victorian Web, Helena Wojtczak, has accused North of scarcely 
ogpvkqpkpi" Òvjg" kpfkigpqwu" rgqrngu" qh" vjg" ctgc" vjtqwij" yjkej" ujg" vtcxgnuÓ" kp" jgt"
ÒTgeqnngevkqpu"qh"c"Jcrr{"NkhgÓ statini"vjcv"Ò]u_jg"gkvjgt"gtcugf"vjg"pcvkxg"rtgugpeg"qt"
pictorialized it in ways that reflected her poskvkqp"cu"c"rtkxkngigf"xkgygtÓ"]Yojtczak 
2005: no page numbers]. North does, refer to local people throughout all three 
volumes of her recollections. For example, while in America during the 1880s, North 
ytqvg" qh" Chtkecp" Cogtkecpu" cu" ÐniggerÑ" ÐigpvngogpÑ" qp" Òvjg" vtckp.Ó" ygctkpi" Òhwnn"
evening-dress coats, rings on fingers, goldchains, with their hair oiled and 
straightened as much as possible, and the full extent of possible dandyisoÓ0"Cv" vjg"
same time, North fguetkdgu" jqy" vjg"ogp." Òygtg" gzvtcqtfkpctkn{"rqnkvg." ngpfkpi" vjgkt"
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newspapers, and giving up their seats to any lady looking for qpgÓ0" Jqygxgt." ujg"
concludes, afterwards they were Òukvvkpi"ykvj"vjgkt"hggv"cdqve their heads and talking 
the grossest slang with some Irish roughs, or the news-dq{uÓ0"Pqtvj"vjqwijv"vjg{"ygtg"
Ògz-Chicago swells, or billboard - ocmgtuÓ"]Pqtvj"3:;4c<"rr064-65].  
Furthermore, during 1870, while North was in Canada, she deliberately went in 
ugctej" qh" kpfkigpqwu" ewnvwtg" kp" vjg" ÒKpfkcp" xknncig" qh" NqtgvvcÓ" xkukvkpi" vjg" EjkghÓu"
house. Pqtvj"eqphguugu"vq"dgkpi"rgtvwtdgf"dgecwug"vjg"ejkgh"Òvjqwij"uckf"vq"dg"qh"rwtg"
blood, looked more like a well-dtgf"HtgpejocpÓ0"Pqtvj"vjgp"ytkvgu"qh"xkukvkpi"Òuome 
qh" vjg" nguu"ekxknk¦gfÓ"cpf"{gv" Òoqtg" kpvgtguvkpi"rgqrngÓ." cpf"ocfg" Òhtkgpfu"ykvj"qpg"
{qwpi"ocpÓ"yjqo" ujg" fguetkdgf" cu" jcxkpi" Ònqpi" ncpm" jckt" cpf" jkij" ejgem-dqpguÓ0"
North insisted upon being taken by this young man to the local school, where North 
found the children vq"dg"Òc"ukijv"yqtvj"uggkpiÓ"dgecwug"vjgtg"ygtg"Òrngpv{"qh"igpwkpg"
Indian faces among tjgo."okzgf"wr"ykvj"HtgpejÓ"yjq"ucpi jgt"Òugxgtcn"yknf"Kpfkcp"
hymns with soft-uqwpfkpi"yqtfuÓ0"Pqtvj"eqpenwfgu" vjcv" ujg"was impressed because 
the school mistress kphqtogf" jgt" vjcv" vjg" ejknftgpÓu" uqpi" Òjcf" pgxgr been written 
fqypÓ0"Pqtvj eqorctgf"vjg"Pcvkxg"CogtkecpuÓ"pqocfke"nkhguv{ng"vq"vjcv"qh"vjg"Òyc{"
qh"qwt"qyp"i{rukgu"]È_"cv"jqogÓ"]Pqtvj"3:;4c<"r077_0"Jgtg."Pqtvj"ujqyu"ugpukvkxkvy 
to the cross-cultural hybridisation of people and cultures that had by then begun to 
take place in Canada. 
Yjkng"kp"Lcrcp"dgvyggp"3:97"cpf"3:99"ujg"ytkvgu."ÒK"owej"rtghgttgf"o{"swkgv"
life in Kioto [Kyoto] among the purely Japanese people and picturesque buildings, to 
that in one qh" vjg" Gwtqrgcp" ugvvngogpvuÓ" ]Pqtvj 1892a: p.222]. Alongside that, she 
also writes somewhat disparagingly about the Japanese people, stating that they were 
Ònkmg"nkvvng"ejknftgp."uq"ogtt{"cpf"hwnn"qh"rtgvv{"yc{u."cpf"xgt{"swkem"cv"vcmkpi"kp"htguj"
kfgcuÓ" dwv" Òvjg{" fqpÓv" vjkpm" qt" tgcuqp"owejÓ0" Hwtvjgtoqtg." vjg{" Òjcxg" uectegn{" cp{"
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pcvwtcn" chhgevkqp" vqyctfu" qpg" cpqvjgtÓ" cu" Ò]g_xgt{dqf{" yjq" jcu" nkxgf" nqpi" coqpi"
vjgo"uggou"vq"igv"fkuiwuvgf"ykvj"vjgkt"hcnugpguu"cpf"uwrgthkekcnkv{Ó"]Pqtvj 1892a: p. 
224-5]. North epfu"vjku"gzcokpcvkqp"ykvj"Ò]q_pg"pgxgt"uggu"c"oqvjgt"mkuu"qt"ectguu"jgt"
dcd{Ó"vjg"Òrqqt"nkvvng"vjkpi"ku"vkgf"qp"vjg"dcem"qh"c"uocnn"ukuvgt"]È_"cpf"vwodngu"cdqwv"
ykvj"jgt"cnn"fc{Ó"cpf"Òrgqrng"qpn{"ncwij"kh"qpg"rkvkgu"kvÓ"]Pqtvj"1892a: p.225].  
Comparably tense/contradictory observations of local cultural identity can be 
hqwpf"kp"tgncvkqp"vq"PqtvjÓu"rckpvkpi0"PqtvjÓu"rckpvkpiu"eqpvckp"gvjpke"tgrtgugpvcvkqp"
in her landscapes and urbanscapes, and a breakdown of her imagery can be perceived 
cu" rtqfwekpi" Òcpcn{vkecnn{" kpvgtguvkpi" cpf" eqjgtgpvÓ" ]Tqug" 4223<" rr082_" tgrqtvu" qh"
rgqrngÓu"cvvkvwfgu"cv"vjg"vkog"vjg{"ygtg"rckpvgf0"Kp"c"umgvejdqqm"yqtm"d{"Pqtvj that 
appears to have been quickly painted, and numbered 002, (no title given) a local 
village scene is depicted [See figure 144]. A local person is included sitting upon a 
wall at the side/front of indigenous homes peppered along a mountainous ridge. In the 
distance a vast expanse of mountain range is presented in what could be described as, 
Holmanesque colours. Furthermore, the composition appears to have been cut off 
awkwardly, as one cannot see the whole of the house in the foreground of the picture, 
(viewer side left) and one person is cut in half. The spliced appearance of this painting 
again brings into question the possible use of photography. However, it could simply 
be a poorly composed sketch, where North had misjudged the positioning of the 
houses. Nevertheless, the painting is highly aestheticisgf0" PqtvjÓu" tgpfgtkpi" qh" vjg"
mountain range is similar in style to Friedrich, while at the same time applying an 
overall Holman Hunt like approach to colouration. In another painting of a beach 
scene, held within the North gallery, we find a local woman represented by a few 
daubs of paint, cooking in a hut. Flora is represented in the form of a palm tree 
(viewer side right). In painting 0483, GokngÓu"Palm House, Prailin, Seychelles [See 
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figure 145], we find that North has again included local homes on a beach, where 
children play or toy with a turtle, and women preparg"hqqf"kp"vjg"dcemitqwpf0"PqtvjÓu"
aestheticisgf" tgrtgugpvcvkqpu" qh" Òhtwkv" ykvj" cpkocnu." cpkocn" v{rgu." dktfu." ncpfuecrgÓ"
can therefore be seen to comply with a colonialist representational code [Rose 2001: 
p.60] insofar as they uphold an idealized vision of the place of the colonised subject. 
Vjg"hkiwtgu"vjcv"rqrwncvg"PqtvjÓu"rckpvkpiu"ctg"pqv"tgpfgtgf"kp"cp{"fgvckn0"Vjg{"
do not have discernible personalities; they are merely furniture attached to her 
architectural renderings and the placement of flora and fcwpc0"Vjg" hcev" vjcv"PqtvjÓu"
paintings of local people were generally lacking in detail does however suggest 
technical limitations on her ability to produce good or clear representations of the 
human figure rather than a deliberate abstraction of the identity of the other.  North 
may have simply copied the illustrated topographical works of others available to her 
at the time. However, Shefhkgnf" uvcvgu" vjcv" Pqtvj" Òucy" pctive peoples within her 
pcvwtcn" ncpfuecrguÓ" cu" c" Òrqukvkxg" tcvjgt" vjcp" pgicvkxg" iguvwtg" vqyctfu" vjgoÓ"
[Sheffield 2001: p.126]. Uckf" ctiwgu" vjcv" Òpq" qpg" ku" nkmgn{ to imagine a field 
symmetrical [to Orientalism] called OeekfgpvcnkuoÓ" ]Uckf" 4225< p.50]. Despite the 
fact that in order to read history, one must take into consideration the occident in 
relation to the Oriental, even though the Orient had been demarcated by the west as 
Said argues, since vjg"vkog"qh"JqogtÓu"Knkcf"]Uckf 2003: p.50].   
Uqog"qh"PqtvjÓu" rckpvkpiu depict colonialist industrialization. In image 0079, 
View of the old Gold Works at Morro Velho, Brazil [See figure 146], North paints a 
mill with local people working the site, the image is reminiscent not only to colonial 
photography, but also American Luminist and Hudson River Group paintings of 
industrial encroachment upon nature. In image 0609, Tea Gathering in Mr HölngÓu"
Plantation at Garoet, Java [See figure 147], we find a tea plantation replete with 
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workers set high into the hilltops with mountains in the background.  Both paintings 
present a rosy picture of workers being productive in good weather surrounded by a 
beautiful landscape, disguising the fact that the working practices represented 
required long hours and extreme effort without much reward. Paintings such as 
PqtvjÓu"ygtg." qh" eqwtug." uwdlgev" vq" vjg" Òeqorwnukqpu qh" gorktgÓ"yjkej" tgswktgf" vjg"
unfamiliar to be represented to a British audience who knew nothing of tea plantations 
or cotton, reducing the images to some sort of grid that would filter the ÒQtkgpv" kpvq"
Yguvgtp" eqpuekqwupguuÓ" uq" vjcv" kv" okijv" dg" Òeqpvckpgf." uvwfkgf." cfoktgf." detested, 
rkvkgf." oqwtpgfÓ" ]Pckt 4222<" r0448_0" PqtvjÓu" ctv" cpf" ytkvkpiu" eqwnf" vjgtghqtg" dg"
ceewugf"qh"tgkphqtekpi"cu"ygnn"cu"tgxkukpi" Òvjg"fqokpcpv"fkueqwtug"qh"Qtkgpvcnksm at 
vjg"vkogÓ"]Octvkp"Xctkueq"4229<"r0378_0 Said argued in Orientalism vjcv"Ò]u_qogvjkpi"
rcvgpvn{"hqtgkip"cpf"fkuvcpvÓ"acquired c"uvcvwu"vjcv"tghngevgf"Òoqtg"tcvjgt"vjcp"nguuÓ"kp"
relation to the familiar [Said 2003: p.58]0"Ukpeg"jg"ctiwgu"Ò]q]ne tends to stop judging 
vjkpiu" gkvjgt" cu" eqorngvgn{" pqxgn" qt" cu" eqorngvgn{" ygnn" mpqyp=Ó" etgcvkpi" Òc" pgy"
ogfkcpÓ"qt"ecvgiqt{"vjcv"gogtigu"vjcv"cnnqyu"hqt"qpg"vq"ugg"Òpgy"vjkpiu."vjkpiu"uggp"
hqt"vjg"hktuv"vkog."cu"xgtukqpu"qh"c"rtgxkqwun{"mpqyp"vjkpiÓ [Said 2003: p.58]. That in 
guugpeg"ku"pqv"cdqwv"tgegkxkpi"pgy"kphqtocvkqp."dwv"ku"c"Òogvjqf"qh"eqpvtqnnkpi"yjcv"
uggou" vq" dg" c" vjtgcv" vq" uqog" guvcdnkujgf" xkgy" qh" vjkpiuÓ0" Uckf" eqpenwfgu." Ò]k_h" vjg"
okpf"owuv"uwffgpn{"fgcn"ykvj"yjcv" kv"vcmgu"vq"dg"tcfkecnn{"pgy"]È] the response on 
vjg"yjqng"ku"eqpugtxcvkxg"cpf"fghgpukxgÓ"]Uaid 2003: p.7:_0"PqtvjÓu"icnngt{ displayed 
a foreign world to its western audience. PqtvjÓu"rgtuqpcn"tgurqpug"vq"jqy"ujg"rckpvgf"
the surrounding scenery, to which she was exposed whilst abroad, reveals a Burkesian 
view of sublimity. North therefore faced her fearfulness, on such expeditions and was 
defensive through her approach to painting what she saw as a recollection of truth, 
thus revealing her westerness. 
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North was enthusiastic about her travels and findings. She relished her journeys 
but her work exposed her to colonial suffering. No matter how much she disliked 
many high ranking colonial officials, historically she has to be considered a politically 
incorrect painter and historical character. NorthÓu"rckpvkpiu"eqpvckpgf"vjg"old Western 
versions and events of history that are not only perceivably colonial, but conservative 
in their representations of topographical scenes and people. PqtvjÓu"yqtm."yjkej"ycu"
pqxgn" kp" kvu" fc{." dgecog" fcvgf" cpf" uvcng0" Jqygxgt." vqfc{" PqtvjÓu" rckpvkpiu" cpf"
gallery can now be re-read through the mediations of post-colonial theory, becoming 
novel once more simply because they are part of a historical canon within history that 
jcu"dggp"pgingevgf"cpf"fgtkfgf0"PqtvjÓu"yqtm"cu"cp"qeekfgpvcn can now be contrasted 
with the history of the Subaltern to produce new readings that either reinforce or 
contradict previous readings of the Oriental/Occidental.  
Edward Said, according to Daniel Martin Varisco, in Said and the Unsaid 
Orientalism, argued that the colonial past, can be understood as being caught in a 
Òweb of racism, cultural stereotypes, political imperialism [and] dehumanizing 
kfgqnqi{Ó"]Octvkp"Xctkueq"4229<"p.2;:_0"UckfÓu"yqtm"jcu" hqt"oqtg"vjcp"vyq"fgecfgu"
enabled racial, sexual, social, and economic, minorities to stake a claim in their own 
Òrqnkvkecn"rqukvkqpkpi."tcvjgt"vjcp"hggn"qdnkigf"vq"cuuwog"vjg"vtcpuegpfgpv"xcnwgu"qh"vjg"
dookpcpv" fkueqwtug" qh" etkvkekuoÓ [Martin Varisco 2007: p.14]. Moreover, Said 
concludes vjcv" Òcp{" ceeqwpv" qh" Qtkgpvcnkuo" yqwnf" jcxg" vq" eqpukfgt" pqv" qpn{" vjg"
professional Orientalist and his work but also the very notion of a field of study based 
on a geographical, cultural, linguistic, and ethie"wpkv"ecnngf"vjg"QtkgpvÓ"]Uckf 2003: pp. 
49-50].
56
 
                                               
56 Orkgpvcnkuo"]È_"kp"vjg"Ejtkuvkcp"yguv." ]È_" ku"eqpukfgtgf"vq"jcxg"eqoogpeed its formal existence 
ykvj"vjg"fgekukqp"qh"vjg"Ejwtej"Eqwpekn"qh"Xkgppg"kp"3534"vq"guvcdnkuj"c"ugtkgu"qh"ejcktu"kp"ÐCtcdke."
Itggm."Jgdtgy."cpf"U{tkce"cv"Rctku."Qzhqtf."Dqnqipc."Cxkipqp"cpf"UcncocpecÑ""]Uckf"4225<"rr0"6;-
50]. 
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Fgurkvg"vjg"wpfgpkcdng"xcnwg"qh"UckfÓu"ctiwogpv."cu"Fcpkgn"Octvkp"Xctkueq"jcu"
pointed out in Said and the Unsaid, Orientalism."UckfÓu"ugokpcn"yqtk on the subject 
of colonialism is a male-orientated book because the author is male cpf" Òvjg" xcuv"
number of writers and other individuals either analysed in depth or mentioned in 
rcuukpi" ctg"ogp#Ó" ]Octvkp"Xctkueq" 4229<" r0378_0"Oqtgqxgt." cu"Martin Varisco also 
rqkpvu"qwv"Òyqogp"ygtg"cnoquv"gzenwukxgn{"gzenwfgf"htqo"UckfÓu"iwknfu"qh"Qtkgpvcnkuv"
powerÓ ]Octvkp" Xctkueq" 4229<" r0378_." cffkpi" Ò]v_jg" hcev" vjcv" jg" ]Uckf_" ycu" cnuq"
rtkxkngigfÓ"cpf" nkxgf"ykvjkp"c"Òrtqhqwpfn{"ocngÎfqokpcvgf"yqtnfÓ" ku"tgngxcpv" vq"vjg"
explored relationship between the other and westerners [Martin Varisco 2007: p.298]. 
Martin Varisco concludes that we should not only be sensitive to the possibility of 
male origpvcvkqp" kp" UckfÓu" yqtm" dwv iwctf" cickpuv" ocuewnkpkuv" hqtou" qh" Òdkcu" cpf"
fkuvqtvkqpÓ"cnqpiukfg"wptgcnkuvke"tgrtgugpvcvkqpu"qh"Òtgcn"rgople and their real history 
cu"ygnn"cu"vjg"kocikpcvkxg"fkueqwtugu"vjcv"kpxcfg"cnn"jkuvqtkgu"wpfgtuvcpfkpiÓ"]Octvkp"
Varisco 2007: p.301]. 
Said stated that Ò]p_q" uejqnct" qt" vjkpmkpi." ]È_" ku" c" rgthgev" tgrtgugpvcvkxg" qh"
uqog" kfgcn" v{rg"qt" uejqqnÓ" [Said 2003; p.263] and he certainly did not believe in a 
Ònkokvgf"rtqrqukvkqpÓ"yjgtgd{."Òqpn{"c"dncem"ecp"ytkvg"cdqwv"dncemu."c"Owunko"cdqwt 
Owunkou."cpf"uq"hqwtvjÓ"]Uckf 2003: p.322]. According to Emily M. Weeks, writing in 
The Lure of the East [Weeks 2008<"r045_"Ò]e_riticisms leveled against British society 
qpeg" inquugf" qxgtÓ" cpf" vjgp" gzrqugf"d{"Uaid and later, Bhabha, awaited revelation 
vjtqwij" Òrgtuqpcn" pcttcvkxgu."gzrgtkgpegu" cpf" kfkqu{petcukgu." nqpi" kipqtgf" kp" hcxqwt"
of an examination of broader imperial fgukipuÓ" [Weeks 2008: p.23]. Weeks points 
qwv." jqygxgt." vjcv" Òetkvkeu" ]È_"rtgqeewrkgf"ykvj" vjg" rolitics of their subject matter 
soon discovered that such polemical interpretations and assumptions could not so 
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gcukn{"dg"ocfg0Ó"Yjcv"ycu"Òqpeg"vqwvgf"cu"dtknnkcpvn{"kpekukxgÓ"ykvjkp"UckfÓu"ytkvkpi"
jcu" eqog" vq" dg" Òtgictfgf" cu" c" fggrn{" hncygf" kpvgtrtgvkxg" vqqnÓ" cpf" cu" cp"
Òkpcrrtqrtkcvg" ogcpu" d{" yjkej" vq" lwfig cp" gzrtguukxg" gpfÓ" ]Yggmu" 422:<" p.24]. 
Weeks, asserts that Said is not only ahistorical with regard to issues of class as well as 
Òurgekhke" rqnkvkecn" geqoqokeu" cpf" nqecn" uqekcn" ektewouvcpeguÓ" dwv" cickp." Òigpfgt"
dnkpfÓ"]Yggmu"422:<"r046_0"UckfÓu"yqtm"ecp"vjgtghqtg"dg"wpfgtuvqqf"vq"Òrtgfgvgtokpg"
conclusions and preclude more subtle analyses of often very different artists and 
rkevwtgu"]È_"vjcv"ctg"pqv"eqornkekv"ykvj"UckfÓu"htcogyqtmÓ"]Yggmu"422:: p.25].  
Despite Said stating that a field can change even in the most traditional 
disciplines [Said 2003: pp.49-50] post-colonialism is now an established discipline 
and can now therefore be perceived as a traditional discipline. This suggests that a 
subject like North could be re-read seriously through a more focused form of critical 
analysis. Women were undeniably among the producers of the broad discourse of 
Orientalism just as they were surely among its consumers. Women wrote about their 
travels in the Orient, imagined an Orient in their writing, and painted this imagined 
Qtkgpv0"Cu"rctv"qh"vjku"ykfgt"hgokpkpg"eqpvtkdwvkqp."PqtvjÓu"ytkvkpiu"eqwnf"dg"ekvgf"cu"
Òc" ukip" qh" the intersecting discourses of race and class, continually rearticulated 
vjtqwijqwv"vjg"eqnqpkcn"rgtkqfÓ."cpf."yjcv"ku"oqtg."c"ukip"Òyjqug"ogcpkpiu"ecp"qpn{"
dg" wprcemgfÓ"ykvjkp" vjg" Òfkueqwtug" qh" eqnqpkcnkuoÓ0" Nkmg" rckpvkpi" qt" knnwuvtcvkqp" qt"
topography, they imply a close mapping qh"vjg"Òkfgqnqikecn"hwpevkqpu"served by such 
rtqfwevkqpÓ" ]Pckt 2000: p.229]. Moreover, Said argued that political interests tied 
England to India, holding British work to a sustained contact with concrete realities, 
cpf"Òockpvckpgf the cohesion between representations of the past and the spectacle of 
the rtgugpvÓ."PqtvjÓu"rtgugpv"]Uckf 2003: p.264]. 
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In the case of North, it was her relative freedom vjcv" Ògpcdngf" jgt" vq" fghkpg"
jgtugnh" qwvukfg" jgt" ewnvwtgÓ=" c" htggfqo" vjcv" cduqnxgf" jgt Òhtqo" nkxkpi" qnfgt" ewnvwtcn"
tqnguÓ"cpf"ycu" vhus a freedom that allowed her to invent, new roles [Morgan 1996: 
p.121] for herself. As Morgan indicates, NqtvjÓu" etgcvkqp" qh" jgtugnh"ycu" kp" mggrkpi"
with the conventions of a serious naturalist, yjq" ycu" Òkpfgrgndent, physically 
kpvtgrkf.Ó"jcf"itgcv"uvcokpc cpf"ycu"Òkpfkhhgtgpv" vq"etgcvwtg"eqohqtvu"cpf"vtcfkvkqpcn"
uqekcn"ewuvqouÓ"]Oqticp"3;;8<"rr0344-123]. In addition to which, Morgan states that 
tgcn" Ò]k_pfgrgpfgpeg" hqt" Xkevqtkcp" yqogpÓ" ycu" Òc" ocvvgt" qh" encuu." hamily, and 
oqpg{Ó="eqpugswgpvn{"vjg" Òurgekhke"jgtogpgwvke" nkpm"dgvyggp"PqtvjÓu"tgrtgugpvcvkqp"
of her economic and class privileges and her culturally accepted self-representation as 
a nondomestic woman can be located within the enabling ideological practices of late 
Vkevqtkcp" Dtkvkuj" dqvcp{Ó" cu" ygnn" cu vjg" Òxkukqp" qh" rgtuqpcn" hgocng" nkdgtcvkqpÓ" ugv"
ykvjkp" c" ÒXkevqtkcp" korgtkcn" gpvgtrtkugÓ" ]Oqticp" 3;;8<" rr0344-123]. As Morgan 
uvcvgu." kv" yqwnf" vjgtghqtg" Òtgswktg" cp" kfgqnqikecn" dnkpfpguu" kpfkuvkpiwkujcdng" htqo 
eqornkekv{"vq"vt{"vq"ugrctcvg"kuuwgu"qh"igpfgt"htqo"vjqug"qh"encuu"kp"PqtvjÓu"ytkvkpiuÓ"
]Oqticp"3;;8<" r0343_0"Vq"yjkej" ujg" cffu" vjg" rqkpv" vjcv" Ò]v_" jgtg" eqwnf" ]È_"dg no 
simple transference of lifeÎinÎDtkvckp" vq" eqnqpkcn" KpfkcÓ" dgecwug" Ò[a] part from the 
physical impossibilities of such an enterprise, Englishwomen became part of a 
eqorngz"itkf"qh"rqygt."]È_"yjkej"dnwttgf"oqtg"hcoknkct"fkuvkpevkqpuÓ="dgecwug Òvjgtg"
was the need to assert femininity in order to Òbuttress the masculine nature of the 
colonial rtqlgevÓ"]Pckt 2000: p.225].  
Kp" jgt" fkct{." Pqtvj" uvcvgu" vjcv" ÒOtu0" Cicuuk¦" cpf" K" citggf" vjcv" vjg" itgcvguv"
rngcuwtg"yg"mpgy"ycu"vq"ugg"pgy"cpf"yqpfgthwn"eqwpvtkguÓ"cpf"vjcv"Òvjg"qpn{"tkxcn"vq"
vjcv" rngcuwtg"ycu" vjg" qpg" qh" uvc{kpi" cv" jqogÓ0"Cffkpi." Ò]q_pn{" ignorant fools think 
because one likes sugar one cannot like salt; those people are only capable of one 
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kfgc."cpf"pgxgt"vt{"gzrgtkogpvuÓ"]Pqtvj"3:;2a: p.48]. Morgan attests that North saw 
herself as culturally advanced, a Bohemian yjq" jcf" Òvjqwijvu" qp" vjg"most serious 
vjkpiu"yjkej"yqwnf"rgthgevn{"fwodhqwpf"oquv"qh"qpgÓu"dguv"htkgpfuÓ"]Oqticp"3;;8<"
r0343_0" Pqtvj" Ò]v_jg" nkdgtcvgf" hgokpkpg" uwdlgevÓ" jcu" dggp" Òeqpvkpwcnn{" rtgugpvgf" cu"
kpfkhhgtgpvÓ0"Jqygxgt."Pqtvh was also indifferent towards dress and to the mosv"Òdcuke"
rj{ukecn" eqohqtvÓ0" Pqtvj" qhvgp" vtcxgnngf" Òhqt" fc{u" qp" jqtugdcem" fwtkpi" oqpuqqp"
ugcuqp."qhvgp"gcvkpi"cp{vjkpi"cpf"unggrkpi"cp{yjgtgÓ"cpf"kpfggf"Òuqogvkogu"pgkvjgt"
gcvkpi"pqt"unggrkpi"cv"cnnÓ0"Vjgtghqtg."ceeqtfkpi"vq"Oqticp"]kp"Place matters,] North 
crrgctu" Òtgdgnnkqwu" vqyctf" cpf" kp" qrrqukvkqp" vq" ocp{" qh" vjg" hqtou" cpf" dcuke"
ujkddqngvju" qh"Xkevqtkcp" Ðekxknk¦cvkqpÑ" gurgekcnn{" vjqug"qh" jgt" encuuÓ [Morgan 1996: 
r0342_0"PqtvjÓu"writings are Òabound with comic and contemptuous sketches of the 
British upper encuu"cdtqcfÓ."cpf" hkpf" jgt"ecnnkpi" vjgo"Òvjg"itgcv"rgqrng" kp" vjg"wuwcn"
uvcvg"qh"cokcdng" nkorpguuÓ"yjq"ygtg"igpgtcnn{" Ònqnnkpi"qp"vjgkt"xgtcpfcju"cpf"pgxgt"
nqqmkpi"ctqwpf"cv" vjg"dgcwvkhwn"yqtnf0Ó"Pqtvj"ytqvg"vq"Ft0"Dwtpgnn"cdqwv" vjg"ocvvgt"
uvcvkpi"vjcv"Òyhen summer comes and the country house dressed up parties, are put as 
counter temptations to wandering away quietly with my easel and old portmanteau to 
unseen wonders the other side of the world, I think both you and I can guess which 
yknn"ectt{"vjg"fc{Ó"[Morgan 1996: p.120]. 
Pqtvj"Òeqpukuvgpvn{"rtgugpvgf"jgtugnh"cu"c"yqocp"yjq"jcf"fqpg"yjcv"ujg"jcf"
ycpvgf" ykvj" jgt" nkhgÓ" cpf" Òhqnnqygf" jgt" qyp" cfxkegÓ" d{" fqkpi" gzcevn{" yjcv" ujg"
thought was best for herself [Morgan 1996: p.103]. However, Morgan argues that 
Ò]n_kmg" ocp{" c" uwrrqugf" htgg" urktkv." vjg" Pqtvj" qh" vjg" dqqmÓ" ku" cnuq" Òvtcrrgf" kp" vjg"
kfgqnqi{"qh"jgt"ewnvwtgÓ0"Nkmg"qvjgt"Xkevqtkcp"yqocp"qh"jgt"vkog."ujg"vqq"jcf"vq"fgcn"
ykvj" Òfqoguvke" cpf" uqekcn" qdnkicvkqpuÓ0" Cu" yg" jcxg" uggp." kp" vjg" dkqitcrj{" qh" vjku"
thesis, as a younger woman North looked after her father and it was only after his 
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fgcvj."vjcv"ujg"dgicp"vq"vtcxgn"cpf"rckpv"ugtkqwun{0"PqtvjÓu"yqtm."vjgtghqtg"uwiiguvu."
cp"Òkpvgtfgrgpfgpeg"qh"eqphqtokv{"cpf"tgdgnnkqpÓ0"Oqtgqxgt."Oqticp"uvcvgu."Pqtvj"ku"
Òpqv"]È_ an outsider at all but a specific type in Victorian ideology, a representative 
qh"vjg"pgy"mkpf"qh"twnkpi"encuuÓ"yjkej"Òngcf"Dtkvckp"kpvq"kvu"fqokpcpv"hwvwtgÓ"]Oqticp"
3;;8<" r0343_0" PqtvjÓu" hcokn{" jcf" dggp" eqppgevgf" vq" gctn{" eqnqpkcnkuv" vtcfg" cpf"
commerce [Porter 2000: p.149] and North was a celebrated figure, in her own times. 
Indeed, The Times newspaper would always report her exotic travels, because they 
ygtg"qh"itgcv" kpvgtguv" vq"rgqrng" ]Hctng{"4233_0" Kp" nkijv"qh" vjku" hcog."PqtvjÓu"rtkxcvg"
letters were being constantly read to other people; something which North complains 
qh." kp"c"ngvvgt"htqo"Uctcycm"vq"c"Otu0"Ujcgp"fcvgf"3:98."uvcvkpi"vjcv" kv"ku"Òuqogyjcv"
jctf"vq"ytkvg"cp{vjkpi"pgy"vq"qpg"yjq"uggou"vq"tgcf"cnn"o{"ngvvgtu"vq"gxgt{qpg"gnugÓ"
[North 1875-84: letters to the Shaen family]. 
Unlike North, many of the women living in colonial circumstances were there 
because of marriage or obligation, and rank and class. This in turn meant that some 
yqogp"fgcnv"ykvj"Òkpeqoogpuwtcdng"fgocpfuÓ"qh"fqoguvke"nkhg"vjcv"horced them into 
a decision of survival that was often associated with their class first and their gender 
second [Bhabha 2006: pp.247-472_0"Pqtvj"ytqvg"qh" vjgug"eqnqpk¦gf"yqogpÓu" uqekcn"
kuqncvkqp."cpf"Òvgttkdn{"nqpgn{"nkxguÓ. Indeed, many of these women livgf"Òhct"cyc{"cv"
different out-uvcvkqpu"qp"vjg"xctkqwu"tkxgtuÓ"cpf"Pqtvj"ytqvg"qh"vjgo"ugvvnkpi"Òfkurwvgu"
coqpi"uvtcpig"vtkdguÓ"cpf"vjgtghqtg"jctfn{"gxgt"Òuggkpi"cp{"ekxknk¦gf"rgtuqp"vq"urgcm"
vqÓ" ]Pqtvj"3:;4c<"r0459_0" Kp"qpg" ngvvgt" vq"Otu0"Ujcgp."Pqtvj"ytqvg"qh" Òc"brave little 
yqocpÓ"cpf"qh" vjg"ecmgu"cpf"rwffkpiu vjcv" ujg"ocfg"dgecwug"c" Òvcdng"fkf" pqv" nqqm"
tkijv"ykvjqwv"c"rkg"qp"kvÓ"]Pqtvj 1875-84: letters to the Shaen fcokn{_"cpf"qh"Ò]r_qqt"
little Mrs. R; at the antimony-okpguÓ"yjq"Òtgcnn{"etkgf"cv"nqukpi"ukijvÓ"qh"Pqtvj"yjgp"
ujg"nghv."dgecwug"ujg"jcf"dggp"Òvjg"qpg"yjkvg"yqogp"ujg"jcf"uggp"hqt"uq"nqpiÓ"]Pqtvj 
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1982a: p.251]. These women are described with what we would now term as culture 
shock, and who suffered from the loss of children either through unknown tropical 
diseases or travel homeward bound [North 1892a: p.237]. 
Yjkng"PqtvjÓu"kfgpvkv{"cu"c"yqocp"ku"c"tgcfkn{"kfgpvkhkcdng"qpg"kp"tgncvkqp"vq"vjg"
prevailing discourses of Western colonialism, it is far from being a typical. In 1876, 
ÒUkt"YknnkcoÓ" ]Jqqmer] wrote letters of introduction for North enabling her to stay 
ykvj" Ejctngu" cpf" Octictgv" Dtqqmg." vjg" ÒTclcj" cpf" Tcpk" qh" UctcycmÓ 
[Singapore/Malaysia] [North 1892a: p.236]. Margaret Brooke, formerly Margaret de 
Windt, had married Charles Brooke (1849-1917), who declared himself Rajah of 
Sarawak and was according to North, dedicated to his adopted country. Ponsonby, in 
Marianne  North  at  Kew  Gardens, describes Brooke as a man who believed his 
mission was to preserve Sarawak from the exploitation and influence of the 
Europeans. He therefore held 100 soldiers and about 20 men known as the officers 
and his band played every night. At the same time, croquet was on Tuesday and other 
cevkxkvkgu"uwej"cu"Òncyp"vgppku"]È_"eqpuvkvwvkqpcn"ycnmu"cpf"qeecukqpcn dinner parvkguÓ"
were also held [Ponsonby 2002: p.46]. 
Fgurkvg" cnn" qh" vjgug" fkuvtcevkqpu." kv" ycu" c" Òoqpqvqpqwu" nkhgÓ" hqt" vjg" Tcpk"
[Ponsonby 2002: p.51] since wqogpÓu" tqngu in life and in art were severely 
circumscribed d{" Òvjg"yknnhwn" ngkuwtgÓ" vq"yjkej" vjg{"ygtg" eqpfemned. The lifestyle 
gorjcuk¦gf" Òugrctcvg" urjgtgu" qh" ocng" cpf" hgocng" eqnqpkcnkuvuÓ" gxkfgpegf" kp" vjg"
recording of events in woogpÓu" ytkvkpi" cpf" rckpvkpi" ]Pckt 2000: p.226]. Indeed, 
when visiting the Brookes, North was subjected to an atmosphere where the guests 
and the music, which the band played, were always the same [Ponsonby 2002: p.51]. 
Margaret BtqqmgÓu"qyp"nkhg"ceeqwpvu"ygtg"ghhgevkxgn{ c"Òugtkgu"qh"xkipettes about her 
encounters with other faoqwu"]È_"rgtuqpciguÓ"kpenwfkpi"Ejctngu"Uykpdwtpg [Morgan 
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3;;8<" r0435_0" Jqygxgt." Oqticp" uvcvgu" vjcv" Octictgv" Dtqqmg" rncegf" Òjgtugnh" crctv"
htqo" vjg" tguv"qh" vjg"eqnqpkcn"yqogpÓ"rctvn{" dgecwug"ujg"fkf" pqv"ycpv"vq"dg."ÐrwreÑ"
English and, therefore, did not belong, partly because she was also an arch-colonialist, 
and as head of state, made others her inferior subjects [Morgan 1996: p.210]. 
Ceeqtfkpi"vq"Oqticp"vjgtg"ygtg"Òocp{"oqogpvu"kp"OctictgvÓu"vyq"dqqmu"yjkej"ctg"
not amdkxcngpv"cdqwv"Dtqqmg"twngÓ0 Morgan writes of the repeated feminine voice of 
Octictgv" yjqug" qyp" Òvguvkoqpkcnu" vq" vjg" itgcvpguu" qh" vjg" DtqqmguÓ" tgkip" qxgt" vjg"
peorngu" qh" UctcycmÓ" ujqy" vjcv" ujg" ecog" vq" cfoktg" vjg"yc{" kp"yjkej" jgt" husband 
governed his country ]Oqticp"3;;8<"r042;_0"OctictgvÓu"ceeqwpvu"qh"jgt"nkhg"vjgtghqtg"
eqpvckpgf" Òeqpvtcfkevqt{" ewnvwtcn" rqukvkqpu" qh" uqekcn" uwrgtkqtkv{" cpf" gzenwukqp" htqo"
uqekgv{Ó0"Pqtvj" jgtugnh"ytqvg"qh" vjg"TclcjÓu" gzvtcqrdinary attitudes to his colonised 
people, citing an incident where a fine mastiff dog that he owned bit a man who was a 
ÒOwjcoocfcpÓ"cpf"yjq"thought it was an unclean animal0"Vjg"Tclcj"vjgtghqtg"Òjcf"
it tried and shot on the public place by soldiers with as much ceremony as if it had 
been a political conspiravqt." cpf" pgxgt" mgrv" cp{"oqtg" fqiuÓ" ]Pqtvj" 3:;4c<" r0459_0"
Brooke therefore appears to be immersed in his act of arch-colonialist, as North stated 
Ò]j_g" fkf" pqv"ykuj" vq" jwtv" jku" rgqrnguÓ" rtglwfkegu." hqt" vjg" ogtg" ugnhkuj" rngcuwtg" qh"
rquuguukpi" c" rgvÓ" ]Pqtvj" 3892a: p.237]. Furthermore, North indicates BrookesÓ 
cuugtvkqp" qh" jku" qyp" rqygt" gzvgpfgf" vq" vjg" okpvkpi" qh" Òeqrrgt" eqkpu" cpf" rtkpvgf"
postageÎuvcoru"ykvj"jku"rqtvtckv"qp"vjgoÓ"]Pqtvj"3:;4c<"r0459_0 
Fwtkpi"PqtvjÓu" xkukv" vq"Uctcycm."Octictgv" rncegf"Pqtvj" kp" Òc most luxurious 
tqqoÓ" cv the palace where she could Òguecrg" d{" c" dcem" uvcktecug" kpvq" vjg" nqxgn{"
ictfgpÓ0"]Pqtvj"3:;4c<"r0459_0"PqtvjÓu"fguetkrvkqp"qh"vjg"Rcnceg"ycu"vjcv"qh"Òc brick 
dwknv" uvtwevwtgÓ" rncegf" on a hill that was cool and comfortable. It contained an 
excellent Library as well as many other European Luxuries that included a bathroom 
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]Rqpuqpd{"4224<"r073_0"PqtvjÓu"qyp"fguetkrvkqpu"qh"vjg"Tcpk"ctg"qh"jgt"ikxkpi"Pqtvj"
Ògpvktg" nkdgtv{." wrqp" jgt" xkukv" vq" vjgkt" jqog0Ó" Kpfggf." Pqtvj" ycu" pqv" ocfg" vq"
accoorcp{"Octictgv" qp" vjg" Òuqogyjcv" oqpqvqpqwu" eqpuvkvwvkqpcnÓ" ujg" vqqm" gxgt{"
afternoon="ycnmu"fwtkpi"yjkej"Octictgv"yqwnf"etquu"Òvjg"tkxgt"vq"vjg"qpg"ecttkcigcdng"
road, tramping nearly to its end and back, always dressed to perfection, and escorted 
by the Rajah or some of the officers. Margaret apparently timed these walks and did 
vcmg"Pqtvj"qp"qpg"qeecukqp."Òhqt"c"tqy"dghqtg"vjg"urngpfkf"uwpugvu"ygtg"qxgtÓ"]Pqtvj"
1892a: p.240].  
PqtvjÓu" ujcdd{" vtcxgnnkpi" cvvktg"ycu" uwdlgev" vq"OctictgvÓu" cvvgpvkqpu." cpf" ujg"
deenctgf" vjcv" qpg" eqwnf" ugg" PqtvjÓu" Òwpftcrgf" mpgguÓ" cpf" vjcv" vjg{" ygtg" pqv" qpn{ 
xkukdng" dwv" ÒtkuswﬁÓ" ]Rqpuqpd{" 4224< p.73_0" Pqtvj" cfokvvgf" vjcv" jgt" Òftguugu" ygtg"
dgeqokpi"xgt{"tciigfÓ."cpf"ugpv"hqt"Òc"dkv"qh"wpf{gf"Ejkpc"uknmÓ"hqt"c"pgy"ictogpv"vq"
be made [North 1892a: p.240]. North however showed her displeasure of the 
BrookesÓ hospitality too, by ignoring rigorous etiquette and disappearing during 
formal dinners. She even created arguments that always seemed to erupt during nights 
when curry was on the menu.
57
 Pqtvj" cnuq" ocfg" hwp" qh" OctictgvÓu" nkxkpi"
arrangements in Sarawak and was openly competitive with the Brookes in relation to 
expertise in botany [Ponsonby 2002: p.54].  
Hwtvjgtoqtg."Pqtvj"rgtuwcfgf"vjg"Tclcj"vq"ugpf"jgt"Òqhh"qwv"qh" vjg"yc{"vq"jku"
mountain-hcto" cv" OcvvcpigÓ" yjgp" jg" ycu" xkukvgf" d{" Òvjg" pgy" eqpuwn" qh" NcdwcpÓ"
[North 1892a: pp.242-243]. North was comfortably all alone vjgtg"ykvj" Òvyq"Ocnc{"
ugtxcpvu" kp" c" fgugtvgf" dwpicnqyÓ" dwv" ujg" gplq{gf" vjg" uwttqwpfkpi" uegpgt{" ]Pqtvj"
1875-84:  MN/1/2 letters]; while there, everyone collected flora for North, including 
                                               
57 The North family, were used to eating exotic foods and North refers to such occasions in her early 
diaries regarding Middle-Eastern local dishes [North, 1893: p.95]. Curry was readily available in 
England from 1809 onwards. North may therefore have encountered the dish earlier than her visit to 
Sarawak, [Sweet 2001: p.107]. 
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the North pitcher, and orchids. However, North states that the orchids had been pulled 
up for her most ruthlessly [North 1892a: p.238]. In Kindred Nature Barbara Gates, 
uvcvgu." PqtvjÓu" york at the BrookesÓ palace gave her opportunities to explore the 
rtgxkqwu" dqvcpkecn" hkpfkpiu" qh" qvjgtu" cpf" vq" ocmg" Òwughwn" eqttgevkqp" vq" rtgxious 
qdugtxcvkqpuÓ0"Fwtkpi"jgt"uvc{"Pqtvj"ekvgu"c"rncpv"mpqyp"cu"vjg"ÒocpiquvggpÓ"vjcv"ycu"
thought not to flower. After hunting the plant down, she writes of its flowering, and 
of, personally seeing vjg"Òyjqng"vtggu" hwnn"qh"dnquuqou."ykvj"tkej"etkouqp"dtcevu"cpf"
{gnnqy"rgvcnuÓ0"Pqtvj"ycu" vjgtghqtg"ectghwn" vq"tgokpf"jgt" tgcfgtu" vjcv"qpn{" jgt"qyp"
Òqdugtxcvkqpu." vguvgf" cpf xcnkfcvgf" ykvj" wvoquv" uekgpvkhke" ectg." yqwnf" fqÓ" ]Icvgu"
1998: p.99]. On leaving Sarawak North noted that Margaret was not sorry about 
jcxkpi"Òvjg"tctg"ejcpeg"qh"c"eqwpvt{"yqocp"vq"vcnm"vqÓ"fgurkvg"PqtvjÓu"geegpvtkekvkgu"
[North 1892a: p.237]. 
Between 1876 and 1877, North visited Julia Margaret Cameron at her house in 
Eg{nqp"]Utk"Ncpmc_0"Qp"jgt"cttkxcn"Pqtvj"ytqvg"vjcv"Ecogtqp"jcf"Òocfg up her mind 
cv"qpegÓ"vjcv"ujg"Òyqwnf"rjqvqitcrj"ogÓ"cpf"Òhqt"vjtgg"fc{u"ujg"mgrv"jgtugnh"kp"c"hgxgt"
qh" gzekvgogpv" cdqwv" kvÓ [North 1892a: p.315]. Camerqp" jcf" Òxktvwcnn{" kpxgpvgf" vjg"
close-up vjtqwij"Òvcmkpi"c"ugtkgu"qh"uqhv-hqewugf"rqtvtckvuÓ"]Ncodqwtpg"4227d<"r09:_0"
Ecogtqp"ftguugf"Pqtvj"wr"Òkp"hnqykpi"ftcrgtkgu"qh"ecujogtg"yqqnÓ"ngv"fqyp"jgt"jckt"
cpf"ocfg"jgt"Òuvcpf"ykvj"urkky cocoa-pwv"dtcpejgu"twppkpiÓ"kpvq"jgt"jgcf0"Ykvj"vjg"
Òpqqpfc{" uwpÓu" tc{u" fqfikpiÓ" dgvyggp" vjg" ngcxgu" cu" vjg" unkijv" dtgg¦g"oqxgf" vjgo."
Ecogtqp" vqnf" Pqtvj" Òvq" nqqm" rgthgevn{" pcvwtcnÓ" ykvj" vjg" vjgtoqogvgt" uvcpfkpi" cv"
ninety-six degrees [North 1892a: p.315]. According to North, Cameron then placed 
jgt"cickpuv"Òc"dcemitqwpf"qh"dtgcfhtwkv"ngcxgu"cpf"htwkv."pckngf"hncv"cickpuv"c"ykpfqy"
ujwvvgtÓ" cpf" vqnf" jgt" vq" nqqm" pcvwtcn0" Vjku" kplwpevkqp" hckngf." Òcpf" vjqwij" ujg"
[Cameron] wasted twelve plates, and an enormous amount of trouble, it was all in 
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vain she could only get a perfectly uninteresting and commonplace person on her 
incuugu."yjkej"tghwug"vq"hncvvgtÓ"]Pqtvj"3:;4c<"r0537_0 
       EcogtqpÓu"rqtvtckv"qh"Pqtvj"tgrtgugpvu"jgt"cu"c"Okffng-Eastern Virgin Mary or a 
local woman from the Middle East despite the fact that the clothes she used were 
almost certainly local to Ceylon [Sri Lanka] It is therefore consistent with 
Orientalised portraits made by colonisgtu"cpf"vjg"Òcfcrvkqp"qh"Gcuvgtp"ftguuÓ"d{"uqog"
Òyguvgtp" vtcxelers up to the early decades of the nineteenth egpvwt{Ó0" Cu" uwej." vjg"
Pqtvj" rqtvtckv" d{" Ecogtqp" eqwnf" dg" fguetkdgf" cu" cp" Òkpvgtrtgvcvkqp" tcther than 
okoket{Ó" ]Tkfkpi" 422:<" r06:_0" Vjku" Òigptg" fgxgnqrgf" cpf" fkxgtukhkgf" fwtkpi" vjg"
eighteenth and nineteenth cgpvwtkgu" kp"DtkvckpÓ"ykvj" kpfkxkfwcnu"rtqlgevkpi" Òfkhhgtgpv"
kfgpvkvkgu."yjgvjgt"fgnwuqt{."vtcpukvqt{"qt"eqpvtcfkevqt{Ó- c"Òewnvwtcn"etquu-dressing in 
ctv" cpf" kp" nkhgÓ" ]Tkfkpi" 422:: p.48]. Such portraits display an interest in the hybrid 
standing of people who had travelled abroad and their interest in cultures that could 
be crossed [Weeks 2008: p.22]. Edward Said in Orientalism, concedes that there is 
Òpqvjkpi" gurgekcnn{" eqpvtqxgtukcn" qt" tgrtgjgpukdng" cdqwv" uwej" fqoguvkecvkqpu" qh" vjg"
gzqvkeÓ"dgecwug"Òvjg{"take plceg"dgvyggp"cnn"ewnvwtguÓ"]Uckf 2003: p.60].  
Nineteenth-century European portrait painting included occidentals being 
portrayed as an Orientals in elaborate dress. The general purpose of these portraits 
ycu" vq"guvcdnkuj"c" Òfkuvkpev"gzrgtkgpegÓ" ]Tkfing 2008: p.48]. Ocp{" Òygtg"eqpegkxgf"
urgekhkecnn{" hqt" rwdnke" fkurnc{Ó" cpf1qt" hqt" Òykfgt" fkuvtkdwvkqp" vjtqwij" vjg" gxgt-
expanding possibilities of eighteenth and nineteenth-century ptkpv"cpf"ogfkc"ewnvwtgÓ0"
Holman Hunt was a part of this culture and his work was made into lithographic 
prints to sell to a wider public [Riding 2008: p.54]. Holman Jwpv"rckpvgf"Òjkougnh"kp"
Palestinian costume [See figure 148] despite the fact that he never adopted Eastern 
ftguu"yjgp" vtcxgnnkpiÓ0"Qvjgt" Dtkvkuj" ctvkuvu." uwej" cu" Lqhn Frederick Lewis, painted 
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themselves as indigenous persons."Ngyku"fkuiwkukpi"jkougnh"cu"c"ÒQvvqocp"igpvngocp"
kp"EcktqÓ" In the Bezestien El Khan Khalil, or the Carpet Seller, of 1860 [See figure 
149]  [Riding 2008: p.48].58 Holman JwpvÓu" rqtvtckv." d{" eqpvtcuv" ecppqv" Òdg"
kpvgtrtgvgf" cu" c" iguvwtg" qh" uqnkfctkv{" ykvj" vjg" Ctcd" rgqrngÓ0" Kpuvgcf." Òjku" ugnh-
hcujkqpkpi"cu"cp"Qtkgpvcn"]È_"fgoonstrates the importance Holman Hunt placed on 
his role au" ctvkuv1gzrnqtgtÓ" ]Tkfkpi" 422:: p.48]. The portrait displays Holman Hunt 
holding a paint palette covered in oil paint and in front of him is a table upon which 
sits two long portraiture brushes. His appearance is one of an artist taking on the local 
clothes of a land in which he is travelling, while his Victorian long red flowing beard 
and gesturing arms persist in reminding us of portraits of Rembrandt. These portraits 
could however, be accused of displaying a rather limited vocabulary and thereby 
presenting a form of self-imposed post colonialism [Said 2003: p. 60]. 
CamerqpÓu"rjqvqitcrjke"rqtvtckv"qh"Porth was unashamedly theatrical and was 
part of a tradition that placed the idea of performance to the fore in the form of role-
playing in Oriental costume [See figure 150]. Vjku"cev"ycu"Ògodngocvke"pqv"qpn{"qh"
familiarity with the Orient as mediated through European theatre, art and literature, 
but also of the more interactive theatrical experience that developed within 
eighteenth-century urban culture callgf" vjg" ocuswgtcfgÓ" ]Tkfkpi" 422:: p.52]. This 
experience had filtered down to Victorian portraiture via another earlier female 
vtcxgngt." Ncf{" Oqpvciw." yjq" ycu" tgurqpukdng" hqt" vjg" vjgp" hcujkqpcdng" yqogpÓu"
literature on the Harem [Riding 2008: p.57]. Her descriptions of Ottoman dress and 
her letters of 1763 accompanied by portraits painted of her in oriental attire were 
copied and adapted by feocng" ocuswgtcfgtuÓ" ]Tkfkpi" 422:<" r074_0" PqtvjÓu" qyp"
                                               
58 Frederick Lewis took photographs of himself for this portrait. As Weeks has stated, these 
photographs are so uncanny in their resemblance vq"vjg"rqtvtckv"vjcv"Òkv"ku"ewtkqwu"vjku"eqppgevkqp"ycu"
not made by any of LewiuÓu"eqpvgorqtctkguÓ"]Yggmu"422:: p.22]. Tjgug"rjqvqitcrju"fkurnc{"c"Òujctr"
fkxkukqp"dgvyggp"hqtgitqwpf"cpf"dcemitqwpfÓ"vjcv, nkmg"ocp{"qh"PqtvjÓu"rckpvkpis, appear awkward in 
their execution. 
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comments on the Cameron portrait are self-effacing and slightly disparaging. They 
are certainly not those of a woman engaged wholly comfortably in indigenous cross-
dressing. North was not given to conjuring up an imagined life for her art, nor did she 
seek to produce insistently voyeuristic or intrusive paintings of oriental subjects. Said 
eqpvguvgf"vjcv"Ò]v_jg"ogvjqfqnqikecn" hcknwtgu"qh"Qrientalism cannot be accounted for 
either by saying that the real Orient is different from Orientalist portraits of it, or by 
saying that since Orientalists are westerners for the most part, they cannot be expected 
to have an inner sense of what the Orient ku" cnn" cdqwvÓ0" Said concludes that these 
rtqrqukvkqpu"ctg"hcnug"dgecwug"jg"cuugtvu"vjcv"vq"Òuwiiguv"vjcv"vjgtg"ku"uwej"c"vjkpi"cu"c"
tgcn" qt" vtwg" QtkgpvÓ" ku" vq" ocmg" Òcp" cuugtvkqp" cdqwv" vjg" pgeguuct{" rtkxkngig" qh" cp"
ÐkpukfgtÑ" rgturgevkxg" qxgt" cp" ÐqwvukfgtÑ" qpgÓ" ]Uckf 2003: p.322]. Something that 
North did engage with in her landscapes of the other. North presented pictures of 
urbanscapes and industrial sites set within the countryside, which can be read as 
surveys of a painter looking towards the topographical works of other more serious 
illustrators and painters deliberately sent around the world for very specific 
information on Oriental landscapes for colonialist benefits. 
Fwtkpi"vjg"Òpkpgvggpvj"century the British surveyed cities and landscapes across 
the Okffng"Gcuv"kp"ektewouvcpegu"vjcv"htgswgpvn{"jcf"oknkvct{"eqppgevkqpuÓ"]Tromans 
2008: p.326_0"Vqrqitcrjkecn"yqtmu"ygtg" vjgtghqtg" Òoqtg" nkmgn{" vq" dg" eqppgevgf" vq"
oknkvct{" qt" gpikpggtkpi" rtqlgevu" vjcp" vq" vjg" ctv"yqtnfÓ0" Vjg"ocmgtu" qh" vjgug"yqtmu"
consequently combined Òvyq"v{rgu"qh"ctvkuvÓ"[Tromans, 2008: p.102] the cartographer 
and the landscape painter. In 1885, Holman Hunt made a map-like sketch of 
Jerusalem from the Dome of the Rock. Early British painters of the Oriental 
landscape ygtg"cnuq"Òkp"fktgev"eqnnwukqp"ykvj"oknkvct{"qrgtcvkqpu"kp"vjg"yc{"vjcv"]È_"
V0G0" NcytgpegÓu" ]È_" ctejgqnqikecnn{" oqvkxcvgf" 3;36" uwtxg{" qh" Pgigx" ycu" vq" dgÓ"
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[Tromans 2008: p.104]. These pictures often took the form of either watercolour 
paintings or prints because topographical artists were expected to return with works 
completed whilst on scientific expeditions [Hoozee 2007b: pp.180-181] and these 
forms of image making were easier to carry back. Rossetti criticized these oriental 
images and their makers, because the work all looked alike and were therefore 
Ògswcnn{"wpkpvgtguvkpiÓ"]Vtqocpu"422:: p.20] to him.  
Topographical painters, who were regarded as high artists first, such as John 
Frederick Lewis, David Wilkie and Frederic Leighton, produced topographical 
landscapes and representations of urban space that often included the presence of 
nqecn" rgqrng" dwu{" yqtmkpi" qt" cv" ngkuwtg" ykvjkp" Òc" jgcnvj{." eqoowpcn" ]È_" ujctgf"
ewnvwtgÓ"]Vtqocpu"422:<"r0170]. These works are full of movement and life that other 
British and European artists found inspiring and challenging. Indeed, Some of these 
pictures have now become a pictorial testimony to lost architectural detail, as in the 
ecug"qh"Nqtf"NgkijvqpÓu"rckpvkpiu"qh"c"Oquswg" kp"Fcocuewu" kp"3:95."yjkej"dwrned 
down in 1893 [Tromans 2008: p.171]. LeykuÓu"qyp"depictions of urban space were 
rtqfwegf"hqt"kpetgcukpin{"Òcodkvkqwu"fgxgnqrogpv"rtqlgevu."rctvkewnctn{"kp"EcktqÓ"cpf"
therefore feature old buildings as focal points [Tromans 2008: p.170]. As Said makes 
clear, the urban work of these topographical artists played an inestimable tqng"kp"Òvjg"
kocikpcvkqp."geqpqo{."rqnkvkecn"nkhg."cpf"uqekcn"hcdtkeÓ"qh"c"eqnqpkcn"actuality that was 
formed at the heart of a colonised metropolitan life [Said 1994: p.8].  
Other British topographical painters took a more active interest in wilder 
landscapes. The British illustrator, Thomas Baines accompanied Livingston on his 
explorations of the Zambesi on a tour that was aimed at demonstrating the suitability 
qh"vjg"tkxgt"hqt"eqnqpkcn"Òeqoogtekcn"vtchhkeÓ"]Hgtiwuuqp"4226<"p.156]. Baines worked 
primarily in watercolours and pencil in the field due to its immediacy yjgp" Òuqog"
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incident, person, animal or impressive landscape made ap" korcev"wrqp"jkoÓ0"Dckpgu"
used oils yjgp" guvcdnkujkpi" c" Òfqewogpvct{" ejctcevgtÓ" dgecwug" vjg" ogfkum was a 
Òiqqf"ocvgtkcn"hqt"knnwuvtcvkpi"c"dkqitcrj{Ó"]Brandon 1999: p.xv] of events. However, 
Baines would only produce finished paintings in oil from previous sketches that had 
interested him. His methodology would include first producing a polished watercolour 
made from the sketches and then, when desirable, painting in oil, working it like an 
artisan in a studio kpvq"c" hqtocn"eqorqukvkqp" vjcv"jkijnkijvgf" Òitcrjkecnn{" korqtvcpv"
fgvcknuÓ" ]Drandon 1999: p.xv]. Baines never intended his pencil sketches vq" Òbe 
rqnkujgf" cpf" hkpkujgf"yqtmu" qh" ctv" kp" vjgougnxguÓ0"Vjg{"ygtg" ukorn{" rough images 
[Brandon 1999: p.xv_0"DckpguÓ"raintings however, are worked up conclusions taken 
from these sketches that form the basis of a lavish folio edition that he created after 
his diuokuucn"htqo"NkxkpiuvqpÓu"rctv{ [Lambourne 2005b: p.435]. 
Kp"eqpvtcuv"vq"Dckpgu."PqtvjÓu"ejqugp"ogvjqf"qh"yqtmkpi"kp"qknu."qhvgp"ykvjqwv"
the assistance of preliminary sketches, almost certainly restricted her choices of 
location and event, because in order to complete a work in oils she would have been 
compelled to return to a more conducive working environment. Sketches have been 
located on some of the backs of recently restored paintings once hanging in the North 
Gallery [Farley 2010] indicating that North did sometimes make sketches in pen first 
annotating them with colour references in situ. However, these would appear to have 
been untypical of her working methods.  
DckpguÓ"rckpvkpiu"qhvgp"kpenwfg"vjg"tgcevkqpu"qh"cpkocnu"gkvjgt"vq"vjg"rtgugpeg"qh"
man or to naturally occurring dangers, as in his painting Elephant in the Shallows of 
the Shire River, the Steam Launch F iring of 1859 [See figure 151]. Moreover, his 
views also revealed the great natural wonder of nature. In Herd of Buffalo opposite 
Garden Island, Victoria Falls of 1862-5 [See figure 152], for example, we find a 
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dramatic depiction of the waterfall, with a herd of Buffalo coming to the end of a 
ravine [Lambourne 2005b: p.435]. PqtvjÓu" rckpvkpis, by contrast do not include 
highly dramatized imagery of this sort. While painting 0374, Looking up Stream from 
vjg"oqwvj"qh"vjg"Uv0"LqjpÓu"Tiver, Kaffraria, North includes a river with a ravine and a 
mountain opposite, but there is no accompanying narrative incident. NotvjÓu"
topographical landscape painting is therefore rather more obviously scientific in 
crrtqcej" vjcp" vjcv" qh" Dckpgu0" Fgurkvg" vjgug" fkhhgtgpegu" kp" vgejpkswg." PqtvjÓu"
rckpvkpiu"ecp"dg"eqorctgf"vq"DckpguÓ"vq"uqog"gzvgpv0"PqtvjÓu"yqtm"dgctu"ukoknctkvkgu"
to BakpguÓ" hqnkcig" fgvckn" cpf" uv{ng0" Kp" rckpvkpiu" 25:;." Cycads, Screw-pines and 
Bamboos, with Durban in the distance [See figure 153], and 0384, Kaff ir Plumtrees 
qxgtjcpikpi"Uv0"LqjpÓu"Tiver, Kaffraria, we find a style of painted foliage and trees 
that can be readily compared to that of Baines. Both painters shared a similar 
approach to the grammar of drawing, that of the close topographical mapping of the 
landscape required by scientists and colonial developers alike. 
North herself produced pictures of urban subjects, though, her paintings are not 
cu"fgvckngf"qt"cu"ectghwnn{"rckpvgf"cu"NgykuÓu"Eqwtv{ctf"qh"vjg"CtvkuvÓu"Jqwug"Ecktq."
of 1841-51 [See figure 154], which collates extensive detail about the buildings in 
view. Despite this, her work still encompasses the same feel and initial drive to 
ecrvwtg" vjg" guugpeg" cpf" fkhhgtgpeg" qh" vjg" uwdlgev" cu" ykvpguugf" kp" NgykuÓu" ftcykpi"
Interior of Hagia Sophia of 1840-1. North visited temples during her travels and often 
applied the awkward perspectives seen in other artistuÓ"yqtmu0"Kp"rckpvkpi"2463."Tomb 
of Ali ud Deen and Neem Tree, Delhi [See figure 155], she projects a Leighton/Lewis 
style tableau containing recessed spaces [Tromans 2008: p.170] in which a lone figure 
sits within a composition tgokpkuegpv"qh"NgykuÓu"rckpvkpiu"qh"wtdcp"ugvvkpiu"kp"Cairo. 
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The colour applied by North is rich in oranges and yellows. In paintings 0321, 
Mosque of Delhi from the Lahore Gate of the Citadel, and 0323, Mosque of Lahore 
from the Palace [See figure 156], North presents a classical, clearly delineated 
topographical layout of urban space that includes musicians playing on the roof of a 
pgctd{" dwknfkpi" *xkgygtu" tkijv+" cpf" yqogp" eqpxgtukpi" kp" c" eqwtv{ctf0" Kp" PqtvjÓu"
painting 0228 of the Taj Mahal at Agra, North West India, Bainesesque foliage cuts 
off the view of the monument, with only the important minarets and domes being 
present. North includes local women walking up the path and one other working some 
palm leaves on the floor. The painting involves strong tonal and colour contrasts 
between the foreground and background. Therefore, the composition [again] suggests 
vjcv"kv"oc{"jcxg"dggp"vcmgp"htqo"cp"wtdcp"vqrqitcrjkecn"rjqvqitcrj0"Kp"ujqtv."PqtvjÓu"
paintings not only combine cartographic and landscape painting influences, but often 
do so in what might be seen as a stylistically unclear or uncertain manner. 
PqtvjÓu" yqtm" ycu informed strongly by the paintings of Edward Lear who 
rtqfwegf"vqrqitcrjkecn"rckpvkpiu"Òkp" ugctej"qh"rkevwtguswg"uwdlgevuÓ"cpf"cu"yg"jcxg"
seen, North, produced books of travel recollections [Lambourne 2005b: p.105]. North 
was a life-long friend of Lear whom she visited a number of times at his home in San 
Remo. On one visit in 1879 she relates in her diaries that he entertained her in the 
busy streets, d{" uvqrrkpi" vq" Òfgnkxgt" gcej" LqmgÓ" uq" vjcv"Pqtvj" vjqwijv" Òvjg" KvcnkcpÓu"
owuv"yqpfgt"yjq"vjg"qnf"rckt"qh"nwpcvkeu"ygtgÓ0"Jg"cnuq"ocfg"Pqtvj"vcuvg"uwej"nqecn"
fgnkecekgu"cu"Òrgnnwekf"rgtkykpmng"uqwr."owndgtt{"lcoÓ"]Rqpuqpd{"4224<"r098_0" 
North had watched Lear paint the Quarries of Syracuse and Thermopylæ, to 
yjkej"Ngct"cffgf"c"tgpfgtkpi"qh"c"hki"vtgg"hqwpf"kp"PqtvjÓu"ictfgp"kp"Jcuvkpiu"cu"rctv"
of the foreground of the painting. He also applied a group of ravens to another 
painting, all of which were ftcyp"htqo"Òqpg"qnf"urgekogp"ykvj"c"dtqmgp" ngi."yjkej"
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ycu" hcuvgpgf"vq"cp"crrng"vtgg"qrrqukvg"jku"ykpfqyuÓ"cv"PqtvjÓu"jqog"]Pqtvj"3:;4c<"
r04;_0" Vjku" eqorqukvg" crrtqcej" vq" rckpvkpi" d{" Ngct" ku" ekvgf" kp" PqtvjÓu" fkctkgu" cu"
taking place prior to May 1854 [North 1892a: p.29], placing it within the same time 
frame of the making of his well-known painting, The Temple of Apollo at Bassae, of 
1854-55 [See figure 157]. Lear had returned to England from travels abroad armed 
with preparatory watercolour sketches hqt"vjg"rckpvkpi"vq"yjkej"jg"cffgf"cp"Òqcm"vtgg"
cpf"tqemuÓ"firectly onto the foreground of seven-foot canvas while in Leicestershire 
[Lambourne 2005b: p.105]. Later North would apply a similar composite technique as 
a way of communicating a sense of place  
Lear associated with HolmanÎHunt, who he referred to cu" jku" ÒRTD"Fcff{Ó."
taking a brief course kp"ÒRtg-Raphaelite instruevkqpÓ"htqo"jko"kp"3:74"[Tromans 2008: 
p.105]. NgctÓu"Òxkgyu"qh"Dgktwv"cpf"FcocuewuÓ"cpf"jku" Ò3:87"rckpvkpi"qh"Jerusalem 
]È_"cnn"uggo"to carry echoes of JwpvÓu"kphnwgpegÓ"]Vtqocpu"422:: p.106]. According 
to Bracegirdle, Holman JwpvÓu" kphnwgpeg"wrqp"Ngct"gzvgpfgf"vq"Òvjg"wug"qh"c"dtkijv"
rcngvvg"qp"c"yjkvg"itqwpfÓ"yjgp"rckpvkpi"The Mountains of Thermopylae, a painting 
Lear worked on in consultation with Holman Hunt during their time together in 1852. 
During the same year, Lear stayed at the North cottage. Bracegirdle concludes that it 
therefore seems reasonable to assume that Lear might have introduced North to 
Holman JwpvÓu"kfeas [Bracegirdle 1993: p.9] on painting. Indeed, Bracegirdle makes 
vjg"rqkpv"vjcv"PqtvjÓu paintings are closer to Holman JwpvÓu"eqnqwt"rcngvvg."vjcp"vjcv"
of NgctÓu"]Dtcegiktfng"3;;5<"r0;_0 
Pqtvj"godctmgf"wrqp"c"vtkr"vq"Kpfkc"chvgt"NgctÓu"qyp"vtkr"vjgtg"cpf"kv"ycu"cv"vjis 
juncture in 1872 that she began to take travel painting seriously. Lear received many 
commissions for his Indian paintings even toward the end of his life [Lambourne 
4227d<"r0653_0"Ngct" nkmg"Pqtvj."ycu"crrctgpvn{" Òqxgtyjgnogf"d{"vjg"xkuwcn"xctkgv{Ó"
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of Ipfkc"cpf"Utk"Ncpmc."eqphguukpi" kp"eqttgurqpfgpeg"vjcv"jg"ycu" Òpgctn{"ocf" htqo"
ujggt" dgcwv{" ("yqpfgt" qh" hqnkcig#Ó" Ngct" ytqvg." ÒQ" pgy" rcnou###" Q" hnqygtÓu" ##" Q"
etgcvwtgÓu" ##"Q" dgcuvu##Ó" cpf" vjcv" Òcp{vjkpi"oqtg" qxgtrqygtkpg amazing cannot be 
conceived!!Ó]Ncodqurne 2005b: p.431]. 
Dqvj" Pqtvj" cpf" Ngct" rckpvgf" vjg" Jkocnc{cu." cpf" ocp{" qh" PqtvjÓu" rckpvkpiu"
apply a topographical birds-g{g"xkgy"v{rkecn"qh"NgctÓu"yqtm"vjcv"ngcfu"vjg"g{g"fqyp"
into a landscape or towards a town in the distance, or that looks down and across a 
water scene. This approach by North can be witnessed in paintings 0649, Village of 
Tosari, Java, 6000 Feet Above the Level of the Sea, 0010, The Baths of Cauquenas in 
the Cordilleras South of Santiago, Chile [See figure 158], and 0824, View of from the 
Sierra of Theresopolis, Brazil. NgctÓu"gctnkgt"rckpvkpiu"qh"Dgktwv."Fcocuewu"cpf"Rgvtc"
cnuq"tgxgcn"gngogpvu"vjcv"Pqtvj"ycu"eqookvvgf"vq"eqorqukvkqpcnn{0"Kp"NgctÓu"rckpvkpi"
Beirut of 1861, we find a large blue mountain in the background, that is again 
reminiscent of Friedrich, but is a motif that North applies again and again in a manner 
tgokpkuegpv"qh"Ngct."gurgekcnn{"kp"jgt"rckpvkpiu"qh"vjg"Jkocnc{cÓu0 
NgctÓu" Petra, of 1859 [See figure 159], ycu" fguetkdgf" cu" qpg" qh" Òvjg" oquv"
dramatic general views made by a Xkevqtkcp" ctvkuvÓ" ]Vtqocpu" 422:: p.106]. It is an 
illustrative painting that captures geological formations in detail while conveying a 
strong sense of monumentality. The painting depicts mountains in a style reminiscent 
of that of Hudson River School painters0"NgctÓu"Rgvtc"rckpvkpi"ecp be sggp"vq"Òectt{"
gejqguÓ" qh"Jqnocp"JwpvÓu" kphnwgpeg" kp" tgncvkqp to its colouring [Tromans 2008: p. 
328_0"NgctÓu" uoqqvj"crrnkecvkqp"qh"rckpv"ykvj" kvu" uqhv"eqntours rather than fractured 
slabs, ku"xgt{"ukoknct"vq"vjcv"wugf"ncvgt"d{"Pqtvj0"NgctÓu"wug"qh"eqnqwt"ku similar to that 
of North in her sketchbook painting, number 50, (no date given) which applies the 
same rich colouration and a view into a landscape from a distance [See figure 160]. 
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Lear often utilised sacred sites in his works, placing a cemetery at the top of his 
composition of Constantinople from Eyüp qh" 3:7:."yjgtg" vjg" xkgygtÓu" g{g" ku" ngcf"
from the top of a hillside down toward the city of Constantinople [Istanbul] in the 
distance [Tromans 2008: p.106]. He would sometimes place a significant European 
feature into a painting of an oriental scene; for example, a European built road in his 
View of the Pyramids Road, Giza, of 1873 [See figure 161]. Like Lear, North also 
placed local landmarks within a landscape in order to indicate place to an audience. In 
painting 0063, North applies this system by placing the Avenue of Royal Palms at 
Botafogo, Brazil [see figure 162], with its palm lined avenue of 1872-3, being used as 
a visual indicator whilst, seemingly applying NgctÓu"wug"qh"rctcnngn" nkpgu"eqpxgtikpi"
on a vanishing point [Tromans 2008: p.106]. This applied system is very close to 
NgctÓu"wug"qh"c"ukoknct"rkevqtkcn"fgxkeg"kp"jku"View of the Pyramids Road, Giza,1873. 
Kv" ku" vjgtghqtg"rquukdng" vq" ugg"PqtvjÓu"rckpvkpi" uv{ng"cu"qpg" vjcv in addition to 
combining scientific-cartographic and artistic landscape painting influences, also 
drew from the likes of Baines, Lear, and Holman Hunt, a sense of the importance of 
pictorial drama as well as an acceptance of the dramatic possibilities of the 
eqodkpcvkqp" qh" tgrtgugpvcvkqpu" vcmgp" htqo" fkhhgtgpv" uqwtegu0" PqtvjÓu" rckpvgtn{"
practice, like her writing and her position as a woman as part of the Western 
colonialist enterprise, is therefore very much open to interpretation as a combination 
of sometimes contradictory forces.  
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                                                           Conclusion 
 
 Egtvckp"itqwru"qh"rgqrng"vgpf"vq"iq"hqt"eqpegrvwcn"ctv"yjknuv"qvjgtu"ecpÓv"ugg"vjg"
appeal at all. In the recent past Victorian architecture was held to be hideous, 
repulsive and ugly, yet now we do all we can to save what are regarded as some of 
the remaining architectural glories from that period  [Kieran 2005: pp.210-211]. 
 
PqtvjÓu" vtcxgnu" ecog" vq" cp" gpf after visiting the Seychelles (where North was 
photographed at her easel [See figure 163]) and Jamaica in 1885. On finding herself 
quarantined during a small-pox outbreak, North developed delusions vjcv"vjg"Òkpocvgu"
ygtg" rnc{kpi" vtkemuÓ" qp" jgt." cpf" that vjg{"okijv" Òtqd" cpf" gxgp"owtfgtÓ" jgt" ]Pqtvj"
3:;5<"r052;_0"Pqtvj"uvcvgu"kp"jgt"fkctkgu"vjcv"jgt"Òpgtxgu"dtqmg"fqyp"htqo"kpuwhhkekgpv"
food and overwork in suej"c"enkocvgÓ0"Fespite this self-knowledge, North was still in 
fear for her life cpf"ytqvg"qh"Òjgctkpi"vjkpiu"uckf"dgjkpf"vjg"nqy"fkxkukqpuÓ, which had 
apparently not been said at all [North 1893: p.309].  
On her return to the UK, North collected herself sufficiently to complete the 
work on her gallery, commenting in her diary that Ò]g_very painting had to be re-
numbered so as to keep the countries as much togethgt" cu" rquukdngÓ" ]Pqtvj" 3:;5<"
p.552_0"PqtvjÓu"icnngt{"ycu"fgeqtcvgf"kp"vjg"Htgpej"eqpvkpgpvcn"uv{ng"cpf"with the use 
of a then modern English muted colour scheme. Ferguson, a supporter of Ruskin, 
designed a simpler faade for the gallery exterior in keeping with the muted aspects of 
the interior. In the design of her gallery, North adopted an approach that, according to 
Thophile Thor writing in 1863, was very characteristic of British visual culture at 
that time [Hoozee 2007a: p11]. Thor proclaimed that ÒDtkvkuj" kpfkxkfwcnkv{"cuugtvgf"
kvugnhÓ"cu"c"vtckv"vjcv"ycu"crrctgpvn{ Òlacking in French artists, who almost always obey 
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uqog"jkijgt"cwvjqtkv{."vtcfkvkqp"qt"rtglwfkegÓ; a view that runs very much contrary to 
later modernist appraisals of British art as a Òoctikpcn" vtcfkvkqpÓ" ]Jqq¦gg" 4227a: 
p.11]. Robert Hoozee, writing in British Vision, states that the Academy had only a 
limited impact on the British, who allowed for self-indulgences as well as 
individuality within their works, thereby asserting a localised sense of British artistic 
character [Hoozee 2007a: p.12].  
Pqtvj" jcf" pq" ejknftgp" cpf" jgt" nkhgÓu"yqtm"ycu" jgt" ngice{0"Pqtvj" hgnv" vjcv" jgt"
gallery and its works would be useful for the public to visit and ponder over. In her 
ngvvgtu"vq"Jqqmgt."Pqtvj"ytqvg"vjcv""Òpq"qpg"ecp"vgnn"jqy"uqqp death comes & it would 
be a great happiness to know my life has not been spent in vain that I can leave 
something behind which will add to the pleasure of others & not discredit my fathers 
qnf"pcogÓ"]North 1879-1896: MN/1/4:Kew.North Gallery Letters]. North also stated 
vjcv"ujg"kpvgpfgf"vq"ceeguu"vjg"icnngt{Óu"uvwfkq"tqqo."dwknv"uq"vjcv"Pqtvj"eqwnf"Òycnm"
kp"("rckpv"qeecukqpcnn{Ó, yjgp"ujg"eqwnf"pq"nqpigt"Òycpfgt"qxgt"vjg"other side of the 
yqtnfÓ"]Pqtvj"3:9;-1896: MN/1/4: Kew. North Gallery Letters].59  
North gave over the running of the gallery completely on the June 7, 1882 
(1882/3)0"Pqtvj"ytqvg"vq"Jqqmgt"eqpegtpgf"ykvj"igvvkpi"vjg"Òocvvgt"ugvvngf"dghqtg"vjcv"
fc{Ó"cu"kv"yqwnf"Òucxg"cnn"vjg"wprngcucpvpguuÓ0"Mgy"wasted no time in taking over the 
day-to-day business of running the gallery, suggesting perhaps that the relationship 
between Kew and North had not been that smooth [North 1879-1896: 
MN/1/4:Kew.North Gallery Letters MF]. The Daily News recorded the opening of the 
North Gallery in June 1882, stating thcv"Ò]u_qog"pqvcdngu"kp"vjg"uekgpvkhke."ctvkuvke."cpf"
                                               
59 North kept a key for her studio and had permission to use it for the remaining years of her life. The 
studio was also to be used by other artists, who were able to avail themselves of a quiet room in which 
to work at Kew (after acquiring permission to do so). North wrote of another key being held by the 
house-keeper, appointed to live in a small flat attached to the gallery [North 1882-1938: MN/2/3 North 
Gallery Letters].  
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social circles ygtg"rtgugpvÓ"]Daily News 1882]. The paper states that the opening was 
not Òcvvgpfgf"d{"]c] prenkokpct{"hnqwtkuj"qh"vtworgvuÓ."vjcv"nkvvng"jcf"Òdggp"ocfg"kp"vjg"
ocvvgtÓ"cpf"vjcv"Òxgt{"hgy"rgtuqpuÓ"ygtg"rtqdcdn{"]È_"cyctg"]È_"vjcv"hqt"uqog"vkog"
rcuv"vjgtg"jcu"dggp"urtkpikpi"wr"kp"vjg"rngcuwtg"itqwpfu"pgct"vjg"Dqvcpke"IctfgpÓu"c"
jcpfuqog" tgf" dtkem" dwknfkpiÓ0"The paper stated that Fetiwuuqp" kp" c" Òrwdnke" urktkvgf"
impulse, declined all remuneration for his plans as well as for his services in 
supervising the details of the eqpuvtwevkqpÓ"]Daily News 1882]. 
After North had finished the work on jgt" icnngt{." ujg" Òvtkgf" vq" hkpf" c" rgthgev"
home in the country with a ready-ocfg" qnf" jqwug" cpf" ictfgpÓ" which she could 
organise kp" jgt" Òqyp" hcujkqpÓ" [North 1892b: p.330]. In 1886, North found her new 
home in Alderley, Gloucestershire: a house rented from a General Hale, [North 
1892b: p.331] which North described as Òhct"htqo"vjg"ocffkpi"etqyfÓ"qh"Òcallers and 
ncyp"vgppkuÓ"]Pqtvj"3:;4d< p.330]. North managed to produce some paintings of the 
surrounding English countryside. In sketchbook painting 024, there is a landscape 
where we find the inclusion of a garden, which is, perhaps, PqtvjÓu" qyp"ictfgp" kp"
Alderley [See figure 164]. North was vocal in her detestation of tennis and badminton 
and she took great pains in making a planted terraced garden qwv"qh"Òvjg"fgcf"ngxgn"qh"
the lawn-vgppku" itqwpfÓ" that occupied part of the grounds of her house on arrival 
[North 1892b: p.331]. North says in her diary that she Ò{gctpgf"vq"hkpf"c"swkgv"rncegÓ"
chvgt"jgt"Òuvtgpivj"jcf"iqpgÓ"cpf"Òujg"pq"nqpigt"jcf"c"fguktg"vq"xkukv"vjg"qpee longed 
hqt"vtqrkeuÓ"]Rqpuqpd{"4224<"p.121]. Lack of strength or no, North was soon boasting 
that her new garden was becoming Òfamowu" coqpi" vjqug"yjq" nqxg" rncpvuÓ." cffkpi"
that she jqrgf"Òkv"oc{"ugtxg"vq"mggr"o{"gpgokgu."vjg"uq"ecnngf"ÐpgtxguÑ, quiet for the 
few years which are left me to liveÓ"]Pqtvj"3:;4b: p.552_0"PqtvjÓu"guvcdnkujgf"ictfgp 
at Alderley contained many plants from around the globe and, according to Laura 
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Ponsonby in Marianne North at Kew Gardens." Ò]g_veryone provided her with 
urgekogpuÓ. This everyone included Kew, who gave North specimens qh"Òcnn"mkpfu"qh"
wpwuwcn"rncpvuÓ."jgt"Òpkgegu."yjq dtqwijv"ÒcnrkpguÓ"htqo"Switzerland, and the famous 
garden designer Gertrude Jekyll who gave North contributions from her own garden 
[Ponsonby 2002: p.121]. North utilised the plants she found ready to hand in her 
garden. Rather than cutting them down, she adapted to what was before her [North 
1892b: p.334]. Alderley was a paradise for birds as well as plants. North wrote of the 
laws provided in the village to ensure their further preservation [North 1892b: p.332].  
At this time, North received a thank you note from Queen Victoria, concerning 
her gift of a gallery to Kew. This note was sent to North via Sir Henry Ponsonby. 
North told Hooker in a letter dated April 23 vjcv"Ò]v_he more I think the more I like to 
jcxg"vjcv"htqo"vjg"Swggp#"]È_"Ujg"eqwnf"jcxg"ikxgp"og"pqvjkpi"yjkej"K"yqwnf"jcxg"
xcnwgf"oqtgÓ"]North 1882-1938: MN/2/3 North Gallery Letters].60 
North was visited in her new home by tjg" Cuc" Itc{Óu, and Joseph Hooker, 
PqtvjÓu" ukuvgt" recalled vjcv" Òvjg" urctg" tqqou ygtg" ugnfqo" gorv{Ó0"Jqygxgt." kp the 
autumn of 1888, North became very ill, and, according to Susan Morgan, writing in 
Recollection-Being the Autobiography of Marianne North, she was afraid that she was 
going to die. As a matter of expedience, North sent the manuscript of her diary to 
John Murray, the famous Victorian editor. The original diary is now held with the 
North family papers at Rougham [Morgan 1993: p.xxi]. According to her sister 
Ecvjgtkpg." Pqtvj" ycu" Òpgxgt" swkvg" htgg" htqo" rj{ukecn" fkueqohqtvÓ" htqo" vjku" rqint 
                                               
60 In the letter from Queen Victoria, dated August 28, 1884, sent from Osbourne House by Henry F. 
Ponsonby, it was stated that Ò]v_jg" Swggp" tgitgvu" vq" ngctp" htqo" jgt" okpkuvgtu" vjcv" jgt" Oclguv{Óu"
Government have no powers of recommending to the Queen any mode of publically recognizing your 
liberalityÓ. The letter concluded vjcv"ÒJgt"Oclguv{"ku"fguktqwu"qh"ocmkpi"kp"c"rgtuqpcn"ocppgt"jgt"ugpug"
of your generosity, and in commanding me to convey the Queens thanks to you, I am to ask your 
acceptance of the accompanying photograph of her Majesty, to which the Queen has appended her 
ukipcvwtgÓ"]Pqtvj"3::4-1938: MN/2/3 North Gallery Letters].  
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onwards. Weariness, vjg" Ògpgo{ of xq{ciguÓ. was ever present and constant noises 
never ceased [North 1892b: p.336]. 
North had become increasingly deaf over the years, becoming decidedly worse 
after her homecoming. As a result, she was Òugrctcvgf" ]È_" rckphwnn{" htqo" vjg"
pleasure of daily intercoursg"ykvj"vjqug"ctqwpf"jgtÓ"]Pqtvj"3:;4d< p.336]. Even in the 
countryside, North still heard what Catherine described as disembodied human voices 
whqug" Òyqtfu"ygtg"qhvgp" vcwpvuÓ, upon which Catherine blamed her sisters deafness 
[North 1892b: p.334]. 
North was nursed carefully and even managed to rally for a while, but her life 
had become a constant suffering by this stage of her illness. During a visit from her 
favourite nephew Òvjg"wpmkpf"xqkegu"hngf."cpf"vjg"tgnkgh"qh"vjku"ycu"koogpugÓ [North 
1892b: p.335]. However, it is at this juncture that North writes of bleeding while out 
walking [North 1892b: p.335]. PqtvjÓu" ukuvgt" cvvtkdwvgf" jgt" knnpguugu" to Òc" nqpi"
exposure to aln"uqtvu"qh"dcf"enkocvke"kphnwgpeguÓ"]Pqtvj"3:;4d<"r0557_0"PqtvjÓu"diaries 
end with jgt"uvcvkpi"vjcv"Ò]p_o life is so charming as a country one in England, and no 
flowers are sweeter or more lovely than the primroses, cowslips, bluebells, and violets 
which itqy"kp"cdwpfcpegÓ"]Pqtvj"3:;4d< p.330]. 
North died on August 30, 3:;2."cpf"ycu"Òdwtkgf"kp"vjg"swkgv"itggp"church yard 
cv" Cnfgtng{Ó" ]Pqtvj" 3:;4d< p.335]. The Times newspaper posted an obituary by 
Joseph Hooker on September 8, 1890. JqqmgtÓu" vguvkoqpkcn to North was one that 
fgenctgf." Òkv" yqwnf" dg" korquukdng" vq" qxgtrcvgÓ" vjg" wughwnpguu" qh" jgt" yqtm." cpf" vjg"
scientific importance it levied [1890]. PqtvjÓu"sister Catherine nevertheless seems to 
jcxg"vjqwijv"vjcv"PqtvjÓu"fgcvj"ycu"c"vkogn{"qpg0"Ecvjgtkpg"questioned that if PqtvjÓu"
life had lasted another ten years wqwnf"ujg"jcxg" Òdggp"eqpvgpv" vq"ukv"fqyp"cpf"yckv"
for old age in the lovely green nest she had prepared for herselfAÓ. Catherine also 
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makes reference to PqtvjÓu"mkpfpguu"fwg" vq"jgt"mggrkpi" Òoqtg"ogp employed upon 
jgt" ]È_"ictfgp" vjcp"ygtg" tgcnn{" pggfgf" hqt" kvu"yqtm" ]È_"dgecwug" ]È_"ikxkpi" vjgo"
work was the best way in which she could help those poor people whose lives were so 
jctfÓ [North 1892b: p.336]. To which Catherine added a further comment that 
NqtvjÓu"mkpfpguu was often overlqqmgf"fwg"vq"Òjgt"twng"qh" nkhgÓ. ocmkpi"Pqtvj"Òqhvgp"
uggo"kpfkhhgtgpv"vq"qvjgt"rgqrngÓu"ykfgt"uejgogu"cpf"ejctkvkguÓ"]Pqtvj"3:;4d< p.336]. 
PqtvjÓu"kpjgtkvcpeg"gpcdngd her to enjoy her life the way she saw fit, and it was a life 
based upon individuality0"EcvjgtkpgÓu" qyp"fguetkrvkqp" qh" jgt" ukuvgt"ycu"of a person 
Òkpvqngtcpv" qh" ÐTwnguÑ kp" cnn" vjkpiu" *gzegrv" rgtjcru" owuke+Ó [North 1892b: p.336]. 
North was certainly scornful of the rules set within art [North 1892b: p.336]. PqtvjÓu 
love of nature utilised art, but ignored it as a serious subject and turned it into 
something useful to her that would ultimately end up as part of a composite scheme. 
In her postscript to the North diaries, Catherine cites five plants named after her 
sister. However, according to Huxley writing in A Vision of Eden, only four plants 
now bear PqtvjÓu"name. They include, Crinum northianum from Borneo, the pitcher 
plant Nepenthes northiana, from Sarawak, Northea seychellana from the Seychelles, 
and the Kniphof ia northiae from South Africa [see figure 165] [Huxley 2002: p.6]. 
Excluded from this list is the Areca Northiana, [North 1892b: p.337] which now bears 
a different name. As a final tribute to Notvj."Ecvjgtkpg" uvcvgf" vjcv" Ò]v_he long hard 
journeys were over, and, alas, with them was gone the greater portion of that 
indomitcdng" uvtgpivj"yjkej" jcf" uggogf" pgxgt" vq" hnciÓ0"Pqtvj" jcf" been triumphant 
Òvjtqwij"rqkuqpqwu"enkocvguÓ."often Òwpfgt"kpeguucpv"yqtm."hcvkiwg."dcf"hqqf."cpf"cnn"
those hardships which few women, travelling absolutely alone, would have dared to 
hcegÓ" ]Pqtth 1892b: p.330]. Catherine acknowledged that North was respected and 
vjcv"Òiqqf"ogp"gxgt{yjgtg"ygtg"tgcf{"cpf"gcigt"vq"jgnr"jgtÓ, and vjcv"PqtvjÓu"yqtm"
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was always her first point of focus [North 1892b: p.331]. Catherine concludes that 
Pqtvj" Òvtcxgnngf." pqv" vq" rcuu" vjg" vkog." cu" ]È_" inobetrotters doÓ, but vq" etgcvg" Òc"
oqpwogpvcn" yqtmÓ, but in finishing her work Pqtvj" jcf" vq" hkijv" Òdtcxgn{" cickpuv 
kpetgcukpi" ygcmpguuÓ" cpf" vjcv" yjgp" kv" ycu" fqpg" her strength ycu" iqpg." cpf" Òvjg"
restful life she had dreamed of in her pretty Gloucestershitg" ictfgp"ycu" pqv" vq" dgÓ"
[North 1892b: p.331]. 
A community celebration day Òkpurktgf" d{" vjg"yqtm" qh"Octkcppg"PqtvjÓ"ycu"
held at Kew Gardens on Sunday October 11, 2009. The day was a celebration of 
progress on the North gallery restoration programme during MgyÓu"472th Anniversary 
Year and was supported by the National Heritage Lottery Fund [Community 
Celebration 2009]. The programme of events during the day included activities that 
ran from 11am to 3.30pm, including a World Tea Party held in the Temperate House 
where visitors could taste teas that North may have encountered upon her travels, 
Rangoli demonstrations by volunteers from the Shri BAPS Swaminaryan Madir, 
Neasden and interactive Henna Painting on offer in the glasshouses [Community 
Celebration 2009]. The celebration day was planned as an inclusive event and a 
celebration of multicultural Britain as well as of the life and work of North. The aims 
of the celebration day therefore diverged markedly from Lqugrj"JqqmgtÓu"xkgy that 
the mass of the general public should be discouraged from coming to Kew on the 
grounds that they compromised its standing as a scientific institution. 
Within the North Gallery itself, a talk was given about Hindu sacred plants 
represented by paintings in the gallery, alongside a demonstration of a traditional 
South Asian form of floor decoration. There were also handmade banners of batik silk 
inspired by the exotic travels of North and plants in Kew Gardens. These silks were 
provided by the Marjory Kinnon School and the Feltham Arts association together 
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with the artist Sofie Layton [Community Celebration 2009]. Yurts were placed 
around the garden in close proximity to the North gallery where one could paint 
plants as part of a workshop that encouraged participants to transform a piece of 
pcvwtg"kpvq"cp"ctvyqtm"vjcv"jcf"dggp"kpurktgf"d{"PqtvjÓu" intense colour palette. Paper 
or canvas was not used, dwv"Òdctm leaves, wood and other natural mavgtkcnuÓ. 
Visitors to the celebration day were invited to engage with contemporary 
technology as part of an Animation Special that enabled viewers to bring NorvjÓu"
works into the present day, allowing them to come to life. This activity was 
accompanied by a workshop for families that made use of actual images from the 
gallery [Community Celebration 2009]. Another instructive talk, this time given by 
the Kew Conservation Team on the restoration of the North gallery, took place in the 
adjoining Shirley Sherwood gallery. The main event of the day however, made use of 
the Òwpksue site-urgekhkeÓ"Pqtvj"icnngt{ as a place for the Puspalata Dance Academy 
form Osterley to perform traditional Indian dances that were kpurktgf" d{" PqtvjÓu"
travels in South Asia and that made refergpegu" vq" OctkcppgÓu" gzrgtkgpegu taken 
directly from her diaries [Community Celebration 2009] [See figure 166]. 
The celebration day at Kew crossed time by bringing people living in Britain 
today together with c"fkurnc{"htqo"vjg"3:22u0"PqtvjÓu"world can therefore, be seen to 
have been, transported into the sphere of a post-colonial history. The onset of 
postmodernist attitudes ushered in by the Duchampian ready-made61 led not only to 
the questioning of limits imposed on the production of art, but also an acceptance that 
                                               
61 Fgurkvg"vjg"eqpvgorqtct{"ctvyqtnfÓu"ceegrvcpeg"qh"eqnncig-montage as a dominant artistic technique, 
the legacy of the Duchampian ready-made does not sit easily within conventional forms of visual 
display. Although there is still some historical speculation, it seems likely that Duchamp did not in fact 
exhibit Fountain, his seminal ready-made qh" 3;39＿c" ocng" wtkpcn" vwtpgf" qp" kvu" dcem" cpf" ukipgf 
ÒT0OwvvÓ＿rwdnkecnn{0"Pgxgtvjgnguu."eqpegrvkqpu"qh" Fountain continue to reverberate in the artistic and 
art-historical imagination. Today, one can see a facsimile of Fountain sitting awkwardly in Tate 
Modern, but the key strength of the work lies in its ability to operate as art without the need to display 
an actual object. 
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art exists only as a construct in relation to wider artworld discourses. Collage-
montage and the ready-made have become an integral part of the critical production 
of art the world over. This includes contemporary art associated with a critical 
understanding of cultural difference and colonialist relations of dominance. The 
appropriation of techniques associated with modernist and postmodernist art by non-
western artists has altered the boundaries within which artworks sit. The art world can 
no longer be regarded as wholly western, in application or thought. 
PqtvjÓu" eqnqpkcn" rqukvkqp" ku" uvknn" rtqdngocvke, however, despite our now being 
able to re-read North in the light of contemporary theory. Arguably, we are all marked 
one way or another by the taint of colonialism, and the celebration day certainly did 
not attempt to absolve qt" Òhqtikxg" kipqtcpeg" cpf"fgociqi{Ó" [Said 1994: p.35], but 
instead allowed the past to be exhumed and analysed respectfully. Kew appears to 
have attempted to place North at the centre of a post-colonial event, drawing upon 
modern forms of display and curatorial thematics that include, gender, ethnicity, and 
race. Writing in Limina Monica Anderson argues that Ò]y_jkle it is certainly true that 
PqtvjÓu"ocrrkpi"of the world through her art and her journey appear at first sight to 
replicate familiar patterns of imperialism/colonialism, it is also possible to see a 
broadening of the drawn boundaries of the given cultural maps in her visual and 
tgzvwcn"cuuqekcvkqpuÓ" ]Cpfgtuqp"2003: p.8:_0"PqtvjÓu"qyp"jkuvqt{"arguably contains, 
what Said has described as a Òsubjective coreÓ of human experience, one that is 
Òceeguukdng" vq" cpcn{uku" cpf" kpvgtrtgvcvkqpÓ" ]Uckf 1994: p.35] that should not be 
overwritten simply because her life and works are marked by colonialism. North was 
a female painter of the nineteenth century, whose life, because of the rise of feminist 
theory in the twentieth century, has now been added to the feminist canon. North was 
not a feminist, however. She did not write feminist manifestos or pamphlets and she 
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did not fight the good fight. North did, however, utilise and build upon qvjgt"yqogpÓu"
hard fought positions to enable her own work in the context of her own times. In 
Chilean F lora Through the eyes of Marianne North, Guy Brett states that the North 
project ukvu" Òqwvukfg" vjg" rtqhguukqpcn" eqpvgzvu" qh" dqvj" uekgpeg" cpf" ctv" cpf" vjcv" kv"
tghngevu"c"Òvgpukqp"dgvyggp"uekgpvkhke"cpf"ctvkuvke"yc{u"qh"uggkpiÓ"]Dtgvv"3;;;: p.33]. 
Brett goes on to state that the North gallery gzkuvu" ykvjkp" Òugxgtcn" yqtnfu"
ukownvcpgqwun{Ó" ]Dtgvv" 3;;;<" r.33]. North was important in relation to certain 
traditions within English history surrounding the status of amateurs because she 
managed, largely as a result of her eventual financial independence, vq" cxqkf" Òvjg"
demands of increasing specialisation and rigid intellectual idepvkvkguÓ" ]Dtgvv" 3;;;<"
p.33]. This avoidance of specialisation and intellectual rigidity allowed North to go 
beyond what was conventionally part of a Vievqtkcp"yqocpÓu"nkhg"vq"hkpf"cpqvjgt"hct 
less ordinary. 
The National Lottery Heritage Fund UK conservation programme, appears to 
have breathed new life into the North gallery. New projects are ongoing that include 
an opportunity for visitors to sponsor an individual painting for a set number of years, 
as a means of maintaining the Pqtvj" icnngt{Óu current restoration program [Farley 
2010]. If the North gallery restoration does bring new audiences to its door, the 
Shirley Sherwood gallery may have helped in this regard. Designed by Walters & 
Cohen and physically linked to the North gallery via a passage-way, it is a 
westernized metal Zen box with a central white cube interior display space. New 
audiences hqt"PqtvjÓu"yqrk may now access the North gallery through an engagement 
with exhibitions held within this new space. Kew, have also developed an interface 
withkp" PqtvjÓu" qnf" uvwfkq" urceg" kp" jgt icnngt{0" Kv" uggou" vjcv" PqtvjÓu" ykuj" hqt" cp"
interactive space for people to engage with and learn is not yet over. 
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The North gallery has, then, (despite moving in and out of fashion) survived. 
The longevity of the North gallery is to be applauded, especially in light of the 
twentieth centuryÓu culling of Victorian culture as part of modernism, which saw the 
destruction of many important Victorian buildings. Matthew Sweet writing in 
Inventing the Victorians, states that The Bloomsbury Group of the early twentieth 
egpvwt{"rtqfwegf"c"Òrgtuwcukxg"cpf"ykvv{"fgdwpmkpiÓ"qh"rtgxkqwu"Òpkpgvggpvj"century 
wqtvjkguÓ"]Uyggv"4223<"r0xv] and their viewpoints have, along with others, tended to 
obscure the VictoriansÓ development of a modern world [Sweet 2001: p.105]. At the 
beginning of the twentieth century, formalist design and architecture provided a visual 
blueprint for the future one that would no longer replicate anything from the past. In 
looking towards this projected future, there was derision qh" ÒTudor rusticityÓ, 
ÒIgqtikcp"uvcvgnkpguuÓ"cpf the Òbourgeois pomp of the Neo-Classical styleÓ. Art critic 
Jgtdgtv"Tgcf"fgenctgf"vjcv"Òpqpg"qh" vjgug" uv{ngu"ecp" hqt"c"oqogpv"dg"eqpukfgtgf" kp"
tgncvkqp" vq" vjg" ekv{" qh" vjg" hwvwtgÓ" ]Read 1992: p.502]. All of which was in keeping 
with Wilfred BluntÓu criticism in 1978 that the North gallery was c"Ò]y_jkoukecn"]È_"
Ò]o_wugwo"rkgegÓ"]Dnwpv"and Stearn, 2000: p.277]. 
The British artist John Piper and his friend and colleague the poet John 
Betjamin, would affirm their personal enthusiasms for traditional architecture. 
[Spalding 2009: p.101]. Both men published work in Architectural Review and the 
Shell Guides [Spalding 2009: p.3, 107 and 442] in an attempt to shift rgqrngÓu"
perceptions and relationships towards their architectural heritage [Spalding 2009: 
p.109], ultimately contributing to the development of English Heritage Tourism. Piper 
had an interest in British romanticism [Spalding 2009: p.78], and would be one of the 
founding members of the British Neo-Romantic Movement in existence between 
1935 and 1955 [Spalding 2009: p.495]. Many establishment figures labeled the 
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movement antiquated and decorative [Spalding 2009: p.345]. The confirmed 
modernist Ben Nicolson was moved to call Piper a traitor [Spalding 2009: p.346] 
because of his preoccupation with traditional styles, rather than purely formalist ones. 
The Neo-Romantics would re-establish an interest in the architecture as well as the 
paintings and designs of the past that would later be re-established in the 1960s and 
the later 1980s as part of Victorian revivalism. Further to this, by the late 1960s the 
ocp"cpf"yqocp"qp"vjg"uvtggv"Òygtg"dgikppkpi"vq"ujctg"]È_"gxkfgpv"fkuucvkuhcevkqp"cv"
vjg" Ðpgy" yqtnfÑ" qh" ctejkvgevwtcn" oqfgtpkuo" ]È_0" Young designers were also 
gzrnqtkpi" ÒpquvcnikcÓ" cu" c" vjgog" vq" yqtm" ykvjÓ cpf" Òocic¦knes like Design urged 
architects to show more consideration for the environmental ramificationsÓ" kp" vjgir 
work [Sandbrook 2006: p.634]. As a consequence, local authorities became interested 
in preserving and renovating Victorian properties and slums, rather than raising them 
to the ground. Planners were beginning to think cdqwv" Òvjg"xktvwgu"qh" vjg" kpfkxkfwcn"
and tjg"gengevkeÓ"]Ucpfdtqqm"4228<"r0634].  
PqtvjÓu" kfgc" of a self-contained gallery was not a new one. The German 
scientist Alexander von Humbolt (1769-3:7;+"jcf"gpxkucigf"vjg"pggf"hqt"Òrcpqtcoke"
yqtmuÓ"qh"pcvwtg"vjcv"yqwnf"Òtckug"vjg"hggnkpi"qh"cfoktcvkqp"hqt"pcvwtgÓ"cpf"Òkpetgcug"
the knowledge oh" vjg"yqtmu"qh"etgcvkqpÓ"]Pqxcm"3;;9<"r071]. Humbolt believed that 
works of this sort should be contained in museums where the doors are Òvjtqyp"qrgp"
]È_"vq"vjg"rwdnkeÓ"cpf that are Ògtgevgf"kp"]È_"nctig"ekvkguÓ0"PqtvjÓu"rqn{rv{ej"icnngt{"
eqphqtou"vq"JwodqnvÓu"kfgc"qh"c"Òrcpqtcoke"dwknfkpi."eqpvckpkpi"cnvgtpcvkpi"rkevwtgu"
of landscapes of different geographical latitudes and from different zones of 
gngxcvkqpÓ"]Pqxcm"3;;9<"r071].62  
                                               
62 PqtvjÓu" icnngt{" ycu" fguetkdgf" d{" vjg Daily News qh" 3::4." cu" cp" Òkpuvtwevkxg" eqnngevkqpÓ" cpf" kvu"
ecvcnqiwg"Òhkpkujgf"hqt"vjg"wug"qh"uvwfgpvu"yjq"oc{"ykuj"vq"rckpv"rkevwtgu"qh"urgekogpu in the grounds 
qwvukfgÓ"cpf"vjcv"vjg"uvwfkq"ykvjkp"vjg"icnngt{"ycu"Ògngicpvn{"hwtpkujgf"hqt"vjg"wug"qh"uvwfgpvu"yjq"oc{"
wish to paint pictures [Daily News 1882].   
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Frederic Edwin Church was influenced by the idea of panoramas, as were many 
other members of The Hudson River School, including Thomas Cole and Albert 
Bierstadt. The panoramic manner played a formative role in forging a uniquely 
American phenomenon with regard to the depiction of nature on a grand scale 
[Lambourne 2005b: p.152]. EjwtejÓu"rckpvkpi"The Heart of Andes [See figure 167] 
went some way to explore JwodqnvÓu"rcnoramic visions of nature. Lear owned a copy 
qh"vjg"rckpvkpi."uvcvkpi"vjcv" kv"Òjcpiu"cnyc{u"dghqtg"ogÓ"fgclaring Ejwtej"vq"dg"Òvjg"
greatest landscape ctvkuv" chvgt" VwtpgtÓ" [Lambourne 2005b: p.432]. William Holman 
Jwpv"cnuq"rtqenckogf"vq"jcxg"Òuggp"vjg"hwvwtgÓ: Òc"inqdcn"fguvkp{Ó in which Òrckpvgtu"
committed to telling the whole truth about natureÓ"yqwnf"iq qwv"kpvq"vjg"yqtnf"Òvyq"
d{"vyqÓ"cu"ÒEjtkuv"jcf"ugpv"qwv"jku"fkuekrngu"vq"rtgcejÓ. Lear was to have been one of 
these messianic artists, signaling a desire to join Holman JwpvÓu" quest [Tromans 
2008: p.105]. Nothing came of this particular venture, however, fgurkvg"NgctÓu"yqtm"
exhibiting distinctly panoramic tendencies [Tromans 2008: pp.106-107]. This idea 
was to re-appear during the twentieth century when, as part of the British Neo-
Romantic Movement, John Piper sought to develop a vision of something significant 
that went beyond the ordinary as it appeared and that would Òeqpvckp"vjg"yjqng"yqtnfÓ"
[Spalding 2009: p.160]  
North not only constructed a Humbolt-like gallery, in which to encourage 
contemplation, she also made panoramic-style paintings. Consider here, for example 
PqtvjÓu"sketchbook painting 0290, no date given [See figure 168] which, because of 
its extreme elongation, is perhaps better described as a diorama when compared to the 
truly panoramic works qh"EjwtejÓu"vjg"Heart of Andes, or LearÓu Jerusalem, of 1865,  
[See figure 169] and Holman HuntÓu" Bethlehem from the North, of 1892-3 [See 
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figure 170] PqtvjÓu" topographical paintings also allude to these applied formats and 
can be compared to paintings 167, 169, 170."ceeqtfkpin{0"Kp"PqtvjÓu"rckpvkpi. 0024, 
of a Sea-shore near Valparaiso, Chile [See figure 171], a shore line is depicted that 
includes water and mountains and xgigvcvkqp."ukoknct"vq"EjwtejÓu"Heart of the Andes, 
PqtvjÓu"applied painting technique appears softer, [like a Church] the sea winds itself 
around the mountains but is cut off compositionally, while alluding to a vaster 
landscape. The space set within the painting is arguably deliberate, and is therefore in 
mggrkpi"ykvj"EjwtejÓu"qwveqogu0"Kp"painting 0524, North has painted View of Icod, 
Teneriffe, (no date given) [See figure 172]. The painting looks across at a town near 
to the sea, with nearby, farmland, mirrored in Jqnocp"JwpvÓu" Bethlehem from the 
North. A format typical of topographically applied compositional systems, used by 
many artists including Thomas Seddon (1821-1856), who painted his Jerusalem and 
the Valley of Jehoshaphat from the Hill of Evil Counsel in  (1854-5), through to David 
DqodgtiÓu (1890-1957), Jerusalem, Looking to Mount Scopus in 1925.  Holman 
Hunt, who painted this picture two to vjtgg"{gctu"chvgt"PqtvjÓu"fgcvj. arguably applied 
this system to even earlier works of his own, such as The Scapegoat (1854) [a firm 
hcxqtkvg" qh" PqtvjÓu_" cpf" in his paintings The Plain of Rephaim from Mount Zion 
Jerusalem in 1855-60 and Nazareth of 1855-1860, which both include views of a 
townscape from above. Both Pqtvj" cpf" Jqnocp" JwpvÓu" paintings apply the same 
compositional system of looking across a terrain of vegetation towards a townscape, 
where towers stand high above lower placed housing, with a clear blue sky above. 
Vjg"vgttckp" kp"PqtvjÓu"rckpvkpi"contains fields delineated, and leading down into the 
town, in the same manner, Holman Hunt has used a delineated, patternation, of what 
appear to be, olive groves.  
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In PqtvjÓu" rckpvkpi." 242." qh" c" View of the Lake Donner, Sierra, Nevada, (no 
date given) [see figure 173], a landscape is presented similar to NgctÓu" vgttckp"
landscapes, depicted in his painting, Jerusalem, 1865. North presents a terrain with a 
central cutting through a rugged mountainous rockscape. Wjgtgcu" NgctÓu" rckpvkpi"
depicts a similar looking central cutting through a rugged rocky, landscape. NgctÓu"
painting contains a bright blue sea placed into the far distance, whereas North has 
placed a clear blue view of a lake. The colouration used by North in her painting is 
ukoknct"vq"NgctÓu"vqq."with its Linden green grass, and lichen scrappily placed in both 
paintings over a cool stone with blue flecks. Creamy highlights are also placed in 
comparison with a taupe shadow. All of these paintings try to contain a vast 
landscape, which often include mountains, the sea and local vegetation, or more often 
than not, all three elements 
The word panorama ycu" Òfgtkxgf" htqo" vyq" Itggm" yqtfuÓ" yjkej" vqigvjgt"
signified the notion of an ÒcnnÎgpeqorcuukpi" xkgyÓ" cpf"ycu" Òqtkikpcnn{" kpvgpfgf" vq"
describe vast stationary 360-fgitgg"rckpvkpiuÓ0"Jqygxgt."kv"ycu"vq"dg"Òtcrkfn{"crrnkgf"
vq" xktvwcnn{" cp{" rckpvkpi" fkurnc{kpi" c" dtqcf" uegpgÓ" ]Ncodqwtpg" 4227d<" r0376_0" Cu"
uwej." vjg" rcpqtcoke" xkgy" ycu" vq" chhgev" vjg" Òwpkxgtucn" xkuwcn" rgtegrvkqpuÓ" qh" vjg"
Victorian age [Lambourne 2005b: p.151]. JwodqnvÓu" xkukqp" kpkvkcvgf" Òa craze for 
ÒrcpqtcokeÓ"xkgyu"vjcv"uygrv"ctqwpf"vjg"yqtnfÓ during the nineteenth century, with 
many of the artists of the day, including Thomas Girtin and Phillip Reinagle, 
(Reinagle jcf" rtqxkfgf" rckpvkpiu" hqt" VjqtpvqpÓu" The Temple of F lora,) producing 
panoramic views [Lambourne 2005b: pp.152-153]. The North gallery extended these 
visions but on an infinitely vaster scale and in a far more profoundly fragmented 
manner. On their own, NqtvjÓu" experiments with diorama style images do not 
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conform wholly vq"JwodqnvÓu"xkukqp0"Vjg"Pqtvj"icnngt{"fqgu"cpf"iqgu"uwduvcpvkcnn{ 
beyond it.
63
 
Today, artists habitually seek to place us in the midst of immersive visions 
through video installations and the use of various forms of interactive technology. 
However, any attempt to compare the North gallery directly to these contemporary 
immersive visual experiences as a form of prototypical installation art would be 
misguided. In Installation Art, Claire Bishop defines a work of installation art as 
something into which the viewer physically enters, and which can be described as 
theatrical, immersive or experimental [Bishop 2010: p.6]. Bishop then goes on to add 
that tjg" Òujggt" fkxgtukv{" kp" vgtou" qh" crrgctcpeg." eqpvgpv" cpf" ueqrg" qh" vjg" yqtm"
rtqfwegf"vqfc{Ó"wpfgt"the title of installation art as well as the Òhtggfqo"ykvj"yjkej"
the term is used, almost preclude it from hcxkpi"cp{"ogcpkpiÓ0"Vhe term installation, 
she argues, has now Òexpanded to describe any arrangement of objects in any given 
urcegÓ"vjcv"eqwnf"cnuq"kpenwfg"Òc"eqpxgpvkqpcn"fkurnc{"qh"rckpvkpiu"qp"c"ycnnÓ"]Dkujqr"
2010: p.6]. There is, however, Bishop continues, c"Òhkpg" nkpg"dgvyggp"cp" kpuvcnncvkon 
of art and kpuvcnncvkqp"ctvÓ."cffkpi"vjcv vjku"Òcodkiwkv{"has been present since the term 
hktuv"ecog"kpvq"wug"kp"vjg"3;82uÓ"as a fgtkxcvkxg"qh"vjg"vgto"Òkpuvcnncvkqp"ujqvÓ"wugf"kp"
photographic arrangements or ensembles [Bishop 2010: p.6]. On the face of it the 
North gallery does appear to comply with the accepted concept of the art installation. 
PqtvjÓu"yqtm"ku"pqv, however, an art installation. Because the term installation art is a 
modern concept with connections to the conceptual art movements of the 1960s 
which sqwijv"vq"Òvjtqy"qwv"cguvjgvke"rtqeguu"cnvqigvjgtÓ"cpf"to condemn art as being 
                                               
63 North wrote in her letters that she gave the gallery and the paintings she made in different parts of 
the world hqt"Òvjg"rwtrqug"qh"dgkpi"gzjkdkvgf"vq"vjg"rwdnic at all hours when the gardens are opened to 
them & that the authorities will undertake the care of them, & to reprint the catalogue of the paintings 
(when the first edition I gave is exhausted)Ó0" Pqtvj" tgswguvu" vjcv" ujg" dg" cnnqygf" Òvq" cff" vq" vjg"
eqnngevkqpu"qh"rckpvkpiu"("hkpkuj"vjg"fgeqtcvkqpu"qh" vjg"icnngt{." xguvkdwng."("xgtcpfcjÓ" ]Pqtvj"3::4-
1938: MN/2/3 North Gallery Letters].  
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Òeqpvcokpcvgf" d{" gnkvkuo" cpf" etcuu" octmgvggtkpiÓ" ]Appignanesi and Garrett 1995: 
p.44]. The Pqtvj"icnngt{"ku"Òc"ukpiwnct"vqvcnkv{Ó"kpvq"yjkej"vjg"xkgygt"rj{ukecnn{"gpvgtu"
[Bishop 2010: p.6] which does link it going forward to installation artworks of our 
own time. The North gallery is however cp"Òkpuvcnncvkqp"qh"ctvÓ＿a secondary position, 
more in keeping with the tradition of cabinets of curiosity. 
Vjg"rtqdngocvke"wpegtvckpv{"qh"PqtvjÓu"place in relation to nineteenth-century 
ctvkuvke"cpf"uekgpvkhke"rtcevkeg"cpf"vjg"hcev"vjcv"jgt"icnngt{Óu"ukipkhkecpeg"ecp"dg"tgcf"
in a variety of ways has been echoed by problems related to the fkurnc{"qh"PqtvjÓu"
painting outside the North gallery. There has been a tendency to decide PqtvjÓu"
paintings by housing them in institutions such as the British Library and the Natural 
History Museum where they can be viewed safely as scientific documents. Major art 
museums in the UK, including Tate Britain (which houses the national collection of 
Dtkvkuj"ctv+."jcxg"pq"gzcorngu"qh"PqtvjÓu"rckpvkpi"kp"vjgkt"rgtocpgpv"eqnngevkqpu0"Vjg"
Shirley Sherwood Gallery (a new white cube gallery space adjoining the North 
Icnngt{+" kpenwfgf" uqog" qh" PqtvjÓu" rckpvkpiu" kp" kvu" hktuv" gzjkdkvkqp." Treasures of 
Botanical Art, during the renovation of the North gallery in 2008 [Farley 2008].64 
This new space is in effect an adjunct to the North gallery, which continues to defy 
any simple or straightforward classification as either an artistic or scientific focus for 
visual display.  
The undoubted aura of the North Gallery has attracted its own set of pilgrims. 
Over many years, they have placed greasy finger marks on the decorative paintings 
                                               
64 The exhibition combined items drawn from Kew GardepÓu" Ctejkxg" cpf" Nkdtct{" cpf" vjg" Ujktng{"
Sherwood collection. The Shirley Sherwood gallery publicity sheet of March-December 2008 states 
vjcv"vjg"cko"qh"vjg"gzjkdkvkqp"ycu"vq"Òujqy"vjg"ueqrg"qh"vjg"vyq"eqnngevkqpu"cpf"vjg"tcpig"qh"dqvcpkecn"
art as c"yjqngÓ" and vq" rtqxkfg" Òcp" qxgtxkgy" qh" vjg"oquv" ukipkhkecpv" ctvkuvu" htqo" e.1700 through to 
eqpvgorqtct{"ctvkuvuÓ0"Vjg"ujggv"eqpenwfgf" vjcv" vjg"gzjkdkvkqp"jkijnkijvgf" vjg" Òtgncvkqpujkru"dgvyggp"
works of quite different periods that came into being to serve differenv"rwtrquguÓ"]Ujgtyqqf"Icnngt{"
2008].   
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ykvjkp"vjg"icnngt{"cu"ygnn"cu"wrqp"PqtvjÓu"ghhki{."eqphktokpi"DgplcokpÓu"eqpegrvkqp"
of a continuing link between art and ritual [Benjamin 1992: p.217]. The North gallery 
cpf"kvu"cwtc＿kvu"rctvkewnct"rtgugpeg"kp"vkog"cpf"urceg＿jcxg"jcf"c"ukipkhkecpv"korcev"
qp"vjg"ujqykpi"qh"PqtvjÓu"yqtm0"Vjg"eqpvgpvu"qh"vjg"Pqtvj"Icnngt{"ygtg"pgxgt"ogcpv"
to be dismantled and displayed elsewhere. North gave explicit instructions regarding 
this matter. These instructions have created difficulties with regard to the showing of 
PqtvjÓu"yqtm"qwvukfg"qh"vjg"eqphkpgu"qh"Mgy0"Cv"Vjg"Oqpc"Dkuoctem"Hqwpfcvkqp"kp"
Rctku" kp" 4229."PqtvjÓu"yqtm"yas exhibited in space adjacent to one containing the 
work of the contemporary Botanical painter Margaret Mee. The exhibition could not 
use any of the paintings from the North Gallery, only paintings by North held within 
the Kew Archive and Library. The curators of the exhibition were forced to display 
facsimiles of paintings by North held in the North Gallery, decorating the exhibition 
urceg"kp"kokvcvkqp"qh"vjg"Pqtvj"Icnngt{Óu"kpvgtkqt"]Hctng{"422:_0" 
Qpn{"c"xgt{"hgy"qh"PqtvjÓu"rckpvkpi"ygtg"gzjkdkvgf"cu"rcrt of the opening of the 
Shirley Sherwood gallery in 2008. At the time, most of the paintings held within the 
Pqtvj" Icnngt{" ygtg" wpfgtiqkpi" tguvqtcvkqp" cu" rctv" qh" vjg" icnngt{Óu" igpgtcn"
refurbishment. The paintings were re-hung after the walls of the gallery had been 
vtgcvgf" hqt"oqwnf" ]Hctng{" 422:_0"Yjgp"PqtvjÓu" rckpvkpiu"ygtg" gzjkdkvgf"ykvjkp" vjg"
Shirley Sherwood gallery it was clear how much they depended on the aura of the 
North Gallery. Outside the gallery and in limited numbers, they lost much of there 
former presence. 
PqtvjÓu"yqtm" ecp" dg" xkgygf" cu" cocvgwt" kp" vjg" nkvgtcn sense of the word. She  
ycu" c" nqxgt" qh" rncpvu" cpf" vqrqitcrj{" Òyjq" eqnngevgf" hqt" eqnngevkpi" ucmg" cpf" yjq"
evolved from amateur-wealthy, often aristocratic men and women with means, who 
indulged in travel and collecting and who in the eighteenth century, often carried out 
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uekgpvkhke" gzrgtkogpvuÓ" ]Jwzng{" 4232<" rr0:8-87]. By the nineteenth century, a 
fkuvkpevkqp" jcf" fgxgnqrgf" dgvyggp" Òeqnngevqtu" yjq" eqnngevgf" hqt" uvwf{Ó." yjq" ygtg"
usually profeuukqpcn"cpf"pcvwtcn"uekgpvkuvu."cpf"c"Òfguvtwevkxg"cto{"qh"cocvgwtuÓ. who 
ygtg"fguetkdgf"cu"Òhcf"eqnngevqtuÓ ]Jwzng{"4232<"r0;3_0"PqtvjÓu"rqukvkqp"ku"vjcv"qh"cp"
enthusiastic collector who sometimes hunted down specimens for professionals such 
as Joseph Hooker. Her inconsistent knowledge of the environment meant that she was 
part of a destructive and disruptive element that emerged along with colonial 
expansion. 
North was not a professional natural philosopher, despite her many connections, 
which included Chctngu"Fctykp0"Pqtvj"citggf"ykvj"FctykpÓu"eqpenwukqpu"uwttqwpfkpi"
Iqf" cpf" pcvwtg." cu" ygnn" cu" jku" vjgqtkgu" qp" j{dtkfkv{0" Jqygxgt." PqtvjÓu" xkgy" qh"
science was a decidedly amateur one that often failed to comprehend its full 
implications. During the late nineteenth century, natural science was transforming 
kpvq"oqfgtp"uekgpeg0"Fwtkpi"PqtvjÓu"nkhgvkog."vjg"urceg"cnnqykpi"hqt"vjg"kpxqnxgogpv"
of keen amateurs was coming to an end. 
Htqo"vjg"Ò3:22u"eqnngevkpi"jcf"dgeqog"cp"qticpized and respectable profession 
and wau" hkton{" vkgf" vq" vjg" gzrcpfkpi" gorktguÓ" ]Jwzng{" 4232<" r0;3_0" Gwtqrgcp"
museums and collections were growing exponentially and eclipsed the private 
eqnngevkqpu" qh" kpfkxkfwcnu0" Yknnkco" JqqmgtÓu" Owugwo" qh" Geqpqoke" Dqvcp{" ycu"
forced to compete with large institwvkqpu" tcvjgt" vjcp" rtkxcvg" eqnngevkqpu0" PqtvjÓu"
gallery, by contrast exemplified the earlier concept of the self-contained collection of 
curioisities. 
For the most part, during the nineteenth century the cult of the cabinet of 
curiosities and of amateur collectors was weakened by the growth of museums and 
qvjgt"hqtou"qh"rwdnke"fkurnc{"]Jwzng{"4232<"r0;3_0"PqtvjÓu"icnngt{"ycu"uggp"vq"dg"qwv"
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of step with the times. North, the polymath, was identified with amateur collectors of 
natural history in the eighteenth century rather than their replacements, the scientific 
specialists of the nineteenth century made up of professional rather than amateur 
botanists, mineralogists, zoologists, entomologists and paleontologists [Huxley 2010: 
p.91]. More accurately, North was betwixt and between amateur and professional, and 
her gallery somewhere between open public institution and closed private collection. 
Vjtqwijqwv" owej" qh" vjg" vygpvkgvj" egpvwt{" Ò]o_qfgtpkuv" rtkpekrngu" fqokpcvgf" vjg"
major architectural schools, and almost every architect in the country ]WM_Ó"vqqm"vjgkt"
ngcf"htqo"vjg"Uykuu"ctejkvgevwtcn"rkqpggt."Ng"Eqtdwukgt."yjq"ycu"Òwpswguvkqpcdn{"vjg"
oquv" kphnwgpvkcn" wtdcp" rncppgt" kp" vjg" yqtnfÓ" ]Ucpfdtqqm" 4228<" r0844_0" Cu" c"
consequence, the eclecticism of the North Gallery was seen as radically out of step 
with the times. It is only during the late twentieth and early twenty-first centuries that 
the rather more complex nature of the North gallery as a site of display has emerged.  
All modern techniques of art making have been rigorously excluded from the 
North Gallery. North chose not to display photographic materials alongside her 
paintings. Within the gallery, North is represented by the rather antiquated form of a 
bust rather than a photograph. No photographs are present to compare and contrast 
with her topographical paintings. North presented her gallery as if it was an 
antiquated space. Internally, the gallery is highly decorated in accordance with the 
domestic fashions of the late nineteenth century: Chintz mixed with Chinoserie and 
Lcrqpkuog0" Gzvgtpcnn{." HgtiwuuqpÓu" fgukip" ku" kp" mggrkpi" ykvj" TwumkpÓu" nqxg" qh"
rnckppguu" cu"ygnn" cu" HgtiwuuqpÓu" rgtuqpcn" kpvgtguv" kp" xgtpcewnct" Cukcp" ctejkvgevwtg0"
The North Gallery was simultaneously a private domestic and public space. North 
ycpvgf" vq" dg" rgtegkxgf" cu" cp" gzvtcqtfkpct{" yqocp0" Ujg" rtgugpvgf" jgt" nkhgÓu" yqtm"
within a structure that alluded to past styles while maintaining its presence within her 
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qyp" vkog" cu" c" hqewu" hqt" kocigu" qh" fqoguvkekv{" cpf" eqnqpkcnkuv" gzrcpukqp0" PqtvjÓu"
work traded on history, exoticism and tradition. She placed her work within Kew 
Gardens rather than in a privately built gallery, thereby projecting her work as a 
legacy for future generations.  
PqtvjÓu"fgekukqp"vq"rnceg"jgt"yqtm"ykvjkp"vjg"eqphkpgu"qh"c"uekgntific institution 
was a considered one. North intended her paintings to be read scientifically. North 
was serious about the work she made and believed that it had a serious scientific 
hwpevkqp0" Qxgt" vkog." jqygxgt." PqtvjÓu" rckpvkpiu" jcxg" eqog" vq" dg" uggp" oqre as 
ctvyqtmu" vjcp" gzcev" uekgpvkhke" knnwuvtcvkqpu0" PqtvjÓu" rckpvkpiu" ygtg" rgtegkxgf" vq" dg"
contentious during her own lifetime. They did not fit easily with the rigid conventions 
of botanical illustration even at the time she painted them. 
PqtvjÓu"ngice{"ycu1ku."kp"jgt"cdknkv{"vq"jcxg"ocfg"vjg"Ògzjkdkvgf"cp"gzvgpukqp"qh"
vjg"gzjkdkvqtÓ"]Cpfgtuqp"4225<"r08;_0"Pqtvj"rtgugpvu"wu"ykvj"Òcpqvjgt"mkpf"qh"qtfgtÓ"kv"
is one of challenging irregularity [Anderson 2003: p.68]. Her work was un-decidable 
in the nineteenth century and it still is today. This un-decidability arises from the fact 
that North chose to combine a myriad of drawing languages in her painting. North 
was not an artist, nor was she a professional botanical painter. She was an amateur 
without extended formal training. In making pictures, North disregarded the 
established scientific and artistic rules of making. North thought nothing of combing 
differing artistic and scientific modes of representation, because she did not perceive 
them as being utilised fqt"fkhhgtgpv"rwtrqugu0"PqtvjÓu"ncem"qh"cecfgoke"vtckpkpi"ogcpv"
that she was not fully adept in the language of image making and its expected 
outcomes. 
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